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6This research project explores how listening functions 
as a significant device in my moving-image practice 
and its associated field research. It argues that specific 
listening practices can expand visual comprehension in 
moving-image works that engage landscape and place 
as a principal subject. In this practice-led PhD, listening 
is approached in relation to visual documentation 
as a complex and intuitive condition that engages a 
multiplicity of processes related to movement, looking, 
materiality and forms of encounter. These processes 
are then analysed to establish a space that emphasises 
how listening can form new engagements pertaining to 
fieldwork and the moving image. The framework for 
the dissertation is centred on field research undertaken 
during the creation of three distinct moving-image 
works: Undercurrents, Between Two Suns and The 
Spectral Field. By critically examining listening through 
the associated field research for each work, and by 
interrogating a broad range of philosophical arguments 
and related disciplines, this research project offers new 
strategies for listening and contributes to the larger 
field of audiovisual research.
7Introduction
To listen is to adopt an attitude of decoding  
what is obscure, blurred, or mute, in order to make 
available to consciousness the ‘underside‘ of meaning  
 (Barthes 1991, p. 249).
This research project interrogates our understanding of 
the relationship between listening and seeing through an 
audiovisual art practice. It positions listening on location 
as the framework for this exploration, while specifically 
drawing on audiovisual field research undertaken in three 
specific environments during the production of three moving-
image and sound works, over the course of three years – 
Undercurrents, Between Two Suns and The Spectral Field. 
Through these works, this PhD argues that listening is a 
creative practice that informs the process of documenting the 
complexities of landscape by augmenting vision. Employing 
practice-led methodologies, the dissertational component of 
the research offers up various prisms through which to engage 
with the three works, considering the itinerant environment, 
creative responses and theoretical terrains as the means to 
frame and illuminate the projects. Overall, this practice-based 
research argues for new forms of knowledge production that 
expand habitual ontological and epistemological frameworks 
relating to the larger field of audiovisual research.
The work presented in this dissertation proposes the 
question: ‘How does listening expand visual comprehension 
in moving-image works about landscape?’ The dissertation 
will address this question by engaging in field experiments 
and using the process of listening as a means to develop the 
visual process of filming on location; and by doing so, this 
project contributes to the field of contemporary artists’ film 
and video works that focus on landscape and environment. 
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Little has been directly written about the use of landscape 
or the rural in either cinema or artists’ film despite the 
fact that it frequently forms a backdrop to a profusion of 
varying moving-image works (Fowler 2006). Moving-image 
works that employ landscape as a subject have continued to 
play an ongoing critical role in the film and video practice 
of contemporary artists from Sharon Lockhart and James 
Benning to Ben Rivers and Tacita Dean. This can be seen as 
a response to the relational and situational focus in the larger 
framework of contemporary art practice (Kwon 1997), but 
also reveals an intensification of environmental concern and 
a desire to perceive authentic and site-specific experiences of 
local knowledge (Connolly 2009). What Maeve Connolly 
terms ‘artists’ cinema’, with all its varied range of subjects 
and themes, is a ‘differentiated form which does not fit easily 
into either industrialised cinema or the museum’ (2009, p. 9). 
Instead, it charts an intermediate and reflexive space that shifts 
between different cultural encounters, zones of exhibition and 
the divergent spaces of sound and vision to create work that 
uses the cinematic as a creative modality and repository for 
documentation and presentation.
The shift between the temporal media of video and 
sound, and the creative activity of engaging with them during 
production on location, is another subject that has been 
addressed far too little in scholarship on artists’ cinema, and 
forms the underlying focus of this doctoral project. As a 
moving-image practitioner, I am routinely located between 
both sound and vision, always navigating a transitional space 
between two media. Sound has always played an essential 
role in my work but, like many moving-image practitioners 
and video artists, I have previously positioned the soundtrack 
in a secondary role to the visuals. Sound is commonly 
perceived as a supporter of the image, and can be experienced 
as largely inevitable and often incidental in how it can match 
and synchronise with its visual counterpart (Chion 1990). 
Although I always believed I had a great respect for sound as 
a creative medium, I still largely engaged with it as a support 
that gave my images definition (Chion 1990), predominantly 
9during the editing process. Often sound would not be 
recorded on location, but taken from online libraries and 
elsewhere as an afterthought or necessity. And although 
there is certainly ample audiovisual theory to engage with, I 
found myself questioning: how do artists employ audiovisual 
processes on location and in the field? What happens outside 
the bounds of the edit suite and the written page? It has been 
through the unravelling process of practice-led research that 
sound – or, more specifically, the activity of listening on 
location – has augmented my ability to see and hear: not just 
in the studio, but more importantly in the field, and in the 
active involvement and creation of the work in situ.
This dissertation focuses on listening in response 
both to my ongoing ethical concerns of being a foreign body 
documenting marginalised sites and beings, and also to the 
subject/object divides that exist between the documenter 
and the filmed. Questioning the binary assumptions of 
looking and listening has also led me to examine the implicit 
objectivity usually inherent in the process recording on 
location, compelling me to seek alternative ways to think and 
operate in the field that are more responsible and receptive 
Listening became a medium of feeling pause, a technique 
of speculative situating and a means to be bodily affected 
by the locations I traversed. It drew my attention out from 
behind the camera and into the larger world, implicating me 
in the environment as an active participant. Listening is often 
referred to as an experience related to human consciousness 
and aurality (Gallagher et al. 2017), but in this project I argue 
that listening itself is an affective creative strategy in the 
making of moving-image work that can expand and inform 
visual comprehension of the world – both for the artist and 
the audience. The project also examines how the somewhat 
indefinite concept of listening can be included as a rigorous 
practical tool and research method for exploring geographies, 
histories and changing bodies within the environment.
At this point, I would also like to present to the 
reader the proposition that all these separate works in the 
project are openings and spaces of unknowing that remain 
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porous despite their set and composed individual forms. 
They are manifestations of the processes undertaken and 
relationships formed throughout the field research, which are 
inherent to the experience of each work. Although they are 
composed and edited works, they are also lived and intuitive 
moments that continue to live on through their temporal and 
sensory nature.
Listening as an Expanded Field
Devising a way to both engage and respond to 
listening has been an ongoing focus of the work and research. 
Listening has no particular sound, no intrinsic movement, 
nor any specific gesture or vision attached to it (Mass 2015). 
It is an unseen act, an intention, and a momentary event. 
As philosopher Jean-Luc Nancy proposes: ‘To be listening 
is always to be on the edge of meaning’ (2002, p. 7). It is 
a becoming of durational force that hinges on intuition: 
a moment in time. Listening also reveals things that are 
not available to other senses. It situates sound as a force 
that informs prevailing spatial knowledge pertaining to 
landscapes, places and territorial zones (Gallagher et al. 2017). 
Utilising listening in this way has revealed surprising or 
overlooked connections that visually I would otherwise have 
not acknowledged. It has helped link together interests across 
geography and cartography by expanding on what is not seen 
and can only be heard, and therefore revealing a new space 
of information. And it has emboldened me to investigate 
sound and listening by supplying a way to pursue  associative 
connections across a range of environments. The more I 
work with the audiovisual, the more I discover that listening 
is an essential tool for my work that underpins its narrative 
direction. It is listening that points me in the direction of 
what to look for in the field, where to focus my camera and 
my microphones and how to edit in the studio. Different 
forms of listening, such as acousmatic listening, have further 
developed my visual practice by enlarging my field of 
documentation and research: they enable me to investigate 
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what can’t be seen by attending to what is outside the visual 
frame. While my camera can only focus on one point of 
view, the microphone can capture multiple sonic points of 
reference and engage with a myriad of temporal scenes all at 
once. Sound and the process of listening expand the frame 
of my imagery to encompass more information about an 
environment or place than my camera’s predefined frame 
could ever hope to capture. In this way, the dissertation 
argues that listening is a process that creates connections; 
my research forms relationships by investigating the sonic in 
relation to the visual.
 The Text: The Dissertation in Relation to the PhD
As a dissertation, this body of text accompanies 
the work as a critical documentation of my practice-led 
research. It also traces a transformation in my practice and 
documents a process of locating meaning in the sonic realm 
where previously there was none. It stands as evidence: a 
record that supports and contextualises the conceptual and 
methodological considerations that were undertaken during 
the making and experience of each separate work. In the 
formation and research of this PhD, each creative project 
has been a conduit for ideas and research trajectories. In 
other words, the works have entirely driven the direction of 
the research, each revealing tacit experiences of process and 
knowledge creation that reading and writing alone could not 
access. As the artist-researcher, my role in the dissertation 
has primarily been to make connections between the works 
and create a relatable framework of events and happenings 
with which the reader can understand and engage. Like 
the environmental bodies these works interpret, this text is 
also an associated body of shifting aspects, moments and 
relationships: it weaves a story of the in-between spaces, of 
listening to and looking beyond what is known.
This dissertational body of writing does not seek to 
legitimise the creative projects to which it responds. Rather, 
it pursues a complementary line of discourse that hinges 
12
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together the processes of experimentation and expansion 
within my personal practice to create new strategies and 
engagements in the field of audiovisual research. In the 
unfolding text of the chapters that follow, I discuss various 
thinkers from cinema and sound studies, geography and 
anthropological disciplines – not only to gain a more in-depth 
understanding of the research context, but also to undo my 
own prior knowing or assumptions in the field of audiovisual 
practice (Ingold 1999). Artistic research is a process of 
understanding the world (Wesseling 2011); and the distinction 
this form of research makes from other more quantitative 
styles lies in the creative process of shifting from knowing 
to unknowing, as gaps in existing information structures are 
identified and new contributions to knowledge are explored 
(Sullivan 2009). With this approach in mind, I have used a 
process of writing that connects concepts and theoretical 
concerns in the same way listening does with auditory and 
visual information, intuitively allowing thoughts to flow and 
reflect new lines of inquiry through the critical process of 
cataloging the separate works.
Finally, I would like the reader to consider this body 
of text as an extended form of field notes. Traditionally, 
field notes are intended to be read as reflective: they 
contain information that gives meaning to and aids in the 
understanding of fieldwork. They allow the reader to 
access the subject and subsequently to gain insight into 
the experiences, thoughts, methods and related readings 
undertaken during the fieldwork (McIntyre 2006). As field 
notes, this writing is a literary device through which the 
complex and internalised nature of field research and creative 
practice is rendered lucid and transparent to the reader. It 
operates as a form of thinking and creative reflection that 
is auxiliary to the artworks, and is to be read in the way it 
was written – as a gathering of recollections, thoughts and 
concerns that respond to the unfolding of fieldwork and 
creative practice.
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Methodology
This research originated through the process of 
making: problems, failures, questions and new ideas were 
established and analysed through the processes of praxis and 
fieldwork. It was through fieldwork – by being an affected 
body and by affecting other bodies – that I became more 
attentive to the layered process that necessitated documenting 
different natural environments with sound and video.
Working in the landscape is a difficult thing. It 
requires letting go of expectations and working with what is 
presented. From light to sound to weather, the constant array 
of unforeseen happenings and events constitutes a fluctuating 
assemblage of stimuli that cannot be controlled or contained. 
The less I expect from a place the better my relationship with 
it is, and the more freely I am able to listen and look. In this 
way, landscape is slippery and defies expectations. Taking time 
to know how to approach a landscape – to know where to 
point my microphone, when to press record on the camera or 
when to simply just sit still and listen – takes a certain kind of 
intuitive understanding that can only be learned through the 
process of being in place.
We are all linked through bodies of knowledge, 
and landscape is another body of material knowledge. To 
understand the land is to understand and intuit in a non-direct 
way. Because of this, place knowledge is not merely factual 
but is both hidden and tacit. ‘Knowledge of place as relation, 
of being of the world, is not necessarily something that can 
be articulated. If we are through relationship, then we are 
through the process of instinctual and embedded forms of 
knowledge – in relation, we intuit, we trust and we feel’ (Smith 
2015, p. 42). For anthropologist Tim Ingold, ideas pertaining 
to relational intuition are seen as a meshwork. Ingold’s (2011) 
approach regarding the active and ongoing formation of 
connected things speaks to a process that requires being in and 
moving through the world as a form of knowledge formation.
Walking is one of the major activities undertaken 
in this PhD that mediated my experience of environments 
14
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by using bodily action as a process of both intuition and 
movement. I employed walking as a means to access locations 
not usually visited and also as a modality for thinking and 
moving in the landscape. This mode of walking praxis became 
a founding methodological approach to the three works. 
Walking allowed me to be bodily situated in the landscape; 
and from this vantage point, listening unfolded within a field 
of practice that was defined as a response to the environment 
(Ingold 1997). Walking not only gave me access to other 
bodies to document but it also created a meditative space 
that produced an opening – a listening space. A space that 
connected me to the world (O’Sullivan 2009).
Concerning Landscape
Landscape is a term I refer to often in this 
dissertation as a way to conceptualise the affective nature 
of the more-than-human world. Landscape is commonly 
considered a visually based, ‘purely objective and material 
reality that is separate from the subject self’(Benediktsson 
& Lund 2010, p. 1). Instead, this project engages with the 
concept of landscape as a site for meaningful exchange: a 
place of becomings and intensities that shift and change 
though time and movement. My thoughts on landscape are 
inspired by Ingold’s (2000) concept of taskscape, an approach 
that has helped me to examine landscape as a generative 
field of interactivity and resonance. These resonances are 
embodied experiences that motion towards not only sound 
and listening, but also to an exploration of a relational space 
in a world of sensory perception.
Each separate project that informs the dissertational 
writing also forms a shifting relationship with three distinct 
landscapes: the Victorian Alps in Australia; the archipelago of 
southern Finland; and the semi-arid wilderness of the state of 
Victoria’s north-west. These landscapes are provisional and 
contested. Their material bodies of human-based industries 
form discursive relationships with the natural environment 
that are both contingent and temporal. To listen in these 
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landscapes is to abound in the temporality inherent in each 
unique space and to relinquish a measurable approach to the 
way each location is documented and understood. Instead 
each project has sort to allow the meshwork of each taskscape 
to dictate both narrative and trajectory through an embodied 
relationship to form, subject and movement.
Work and Chapter Summaries
This dissertation takes the form of three discrete 
chapters, each exploring the separate developments of three 
associated long-form sound and moving-image works. By 
centralising the fieldwork for the individual works in this 
body of text, I could be accused of favouring process over 
outcomes. Where possible, and relevant, I have tried to 
counter this tendency with the addition of contextualising 
information to help create an overview of and framework 
for the processes undertaken in the field. In this practice-led 
doctoral project, the landscape has acted as my studio by 
offering a critical site of experimentation and process. The 
works born from these field experiments are paradoxical 
spaces of imagined terrains, while concurrently presenting 
an indexical representation of the world. Each project 
explores the varying iterations that shifted and articulated my 
understanding of listening in response to seeing, addressing 
in turn three underlying subjects: expanded listening, 
embodied listening and situated listening.
Chapter One: Expanded Listening
Chapter One addresses my first doctoral activity, 
a 30-minute sound and moving-image work that charts the 
flow of water through the Kiewa Hydroelectric Scheme in 
the Victorian Alps. From beginning to end, Undercurrents is 
driven both by the creative process of the fieldwork and by 
the practice of listening. By establishing the ways in which the 
concept of listening became a departure point, the chapter then 
goes on to consider a number of texts that engage with listening 
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as a key theoretical theme. By thinking through the possibilities 
of listening I form my own propositions regarding how 
listening expands seeing through the process of artistic practice.
Drawing on Michel Chion’s seminal writing on the 
audiovisual (1990), I expand on his notion of sound’s added 
value to the image by considering how the process of listening 
can expand what is seen – not only in a post-production 
context, but also in the production of the work on location. I 
discuss Gilles Deleuze’s theory of the out-of-field as a means 
to consider listening beyond the frame of the camera. I then 
consider Jean-Luc Nancy’s articulations of listening as an 
opening and a new space of knowledge creation, which I then 
relate to Henri Bergson’s philosophy of intuition. Following 
on from this, I consider acousmatic listening through the 
work of Brian Kane and its relationship to Deleuzian theories 
regarding the rhizome. These insights are then used to trace 
the rhizomatic nature of listening and its relationship to 
the flow of the Hydro Scheme. I also introduce the notion 
of expanded listening through the works of a number of 
experimental geographers and ethnographers to consider how 
expanded listening relates to the concept of expanded seeing.
Chapter Two: Embodied Listening
Chapter Two traces the process and thinking that 
were born out of my second doctoral work, Between 
Two Suns. This work was created during fieldwork on 
the abandoned islands of Vallisaari and Kuninkaansaari in 
southern Finland. Leading on from my investigations with 
Undercurrents, this second doctoral activity employed 
the process of walking with sound and video as a way to 
understand the hidden nature of the islands’ geography, 
tracing disused tracks and animal paths in the environment 
through a process of embodied listening.
This initial creative approach was instigated by Tim 
Ingold’s reflexive response to understanding an embodied 
sense of place (2000). I utilise his philosophies of walking as 
a jumping-off point to discover new ways to use listening to 
17
inform the visual frame. The combination of embodiment, 
movement and audiovisual technologies is further considered 
through the writings of Sarah Pink and Erin Manning, who 
take a layered approach to research, the body and place-
making. And lastly, by reflecting on listening and editing, I 
turn my focus to the poetic concept of the black screen as a 
means to further examine how listening can be engaged in the 
reception of the work.
Chapter Three: Situated Listening
Chapter Three discusses my final doctoral work, 
The Spectral Field, which audiovisually maps a number of 
ancient salt lakes in the isolated Mallee region of north-west 
Victoria. Through an approach of situated listening, the work 
uses both micro and macro scales of both sound and vision to 
imagine new landscapes and consider the environment as both 
material and meditated.
In this chapter, I first consider the creative 
possibilities of the spectral, exploring how listening can be 
used to interact with the invisible histories of the past. Here, 
I employ Jacques Derrida’s concept of hauntology (1994) and 
investigate the creative possibilities of acoustic archaeology 
– a relatively new sonic research method. I further consider 
and expand the critical and conceptual method of situating 
in the field, and how it can engage underlining historical 
and socio-political complexities through the act of 
listening, using Donna Haraway’s seminal essay ‘Situated 
Knowledges’. And finally, I address the affective strategies 
of listening as a multisensory non-cochlear event through 
the Deleuzian concepts of difference and intuition via the 
writings of Elizabeth Grosz. The augmentation of these texts 
grounds my thoughts in tactile ways and helps structure 
how The Spectral Field contributes to knowledge through 
the process of making what is felt and sensed into a lived and 
documented experience.
This project – the dissertation and artworks – is 
initiated through practice first and foremost. The works 
18
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and their corresponding chapters are positioned as a way to 
think through the research and to gather an understanding 
through experimentation and reflection via the intuitive 
experience of fieldwork and practice. The distinct creative 
activities have helped to organise the written material by 
allowing me to break up and retell experiments, concepts 
and experiences through the detailing of each work. The 
works themselves speak to each other like rhizomatic 
entities, each lived experience igniting the next. Loose ends 
and unknowns abound throughout this PhD and I have 
preserved these qualities because they provide a valuable 
sense of the precariousness of creative practice and of 
moving through the world.
19
Community of Practice Review
This research is situated between two contemporary art 
paradigms: artists’ cinema and sonic practice. It is also 
underpinned by philosophies pertinent to notions of 
process, geography and landscape. No one field of expertise 
has considered the practice of listening in relation to 
contemporary artists’ moving image, yet specific aspects 
of listening and looking have been theorised by particular 
authors, artists and filmmakers. In the following review 
I will discuss a number of pertinent movements, artists 
and related works that have informed and inspired the 
conceptual, technical and exhibition outcomes of this project 
to help contextualise and locate my research throughout the 
consequent chapters.
 Background and Broader Historical Underpinning
The canon of landscape films is broad and represents 
a number of differing forms: from early cinema attractions 
and documentaries to commercial features, experimental films 
and artists’ cinema. From the earliest filmic forays, cinema’s 
power to record the spatio-temporal depictions of place has 
inspired filmmakers and artists to include images of the land 
to serve as a space for thoughts, feelings and imaginings – 
from nationalist, social and cultural perspectives, to a conduit 
for memories, drama and events. Cinematic landscapes, 
therefore, are creative representations that connect artists 
and audiences with an intrinsic and primal sense of self and 
the world (Harper & Rayner 2010). The artists whose work 
constitutes this community of practice review have claimed 
elements from the history of landscape cinema, but have 
proceeded in navigating a new space located between art 
practice and cinematic production (Connolly 2009).
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Although inspired by the layered histories of 
landscape cinema, this research is first informed by video art, 
experimental film, performance and land art – contemporary 
art disciplines that emerged in the 1960s and 1970s – and 
more specifically, by the recent emergence of artists’ cinema 
in the mid-1990s. Contemporary artists’ cinema has often 
emulated the various subjects of painting and poetry; and 
of these traditional subjects, landscape has been the most 
popular because of its aesthetic and emotional rendering of 
environments and place (Curtis 2007). In this context, artists’ 
cinema can be considered as a space where artists engage with 
the moving image with a particular freedom and intensity, 
often in defiance of commercial logic and audience appeal 
(Curtis 2007). Underpinning this movement of artists’ cinema 
is a rich history of experimental film and video works from 
a variety of postmodern art movements starting in the latter 
half of the 20th century. Landscape has been central to a 
variety of works that were created in this period, forming 
a kind of collaborative project between the natural and the 
technical (Gaal-Holmes 2015). Many land art performances 
and happenings also contained a film component, which in 
turn was a kind of observational sound and image record 
of place and events. Although born from larger conceptual, 
sculptural and performative artworks, these experimental 
films functioned as works in and of themselves: landscape 
formed the connecting thread for many of their approaches to 
production and engagement with the environment.
Two seminal films from this period are Spiral Jetty 
by Robert Smithson and Swamp, a collaborative work by 
Smithson and the artist Nancy Holt. Both these works are 
prime examples of how performative and conceptual works 
developed into complex and lively films that represent the 
filmmakers’ relationship with and navigation of the landscape. 
Swamp, in particular, raised an interesting proposition for my 
research through its use of location sound. The soundtrack 
intersperses the loud crunching of reeds with the whirring 
of the 16mm camera and fractious conversation taking place 
between Holt and Smithson as they push their way through 
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the material of the dense swamp. Because of the muted and 
largely out-of-focus imagery of the visuals, listening becomes 
the main focus of attention – both for the artists and audience. 
In this way, the process of listening became integral to both 
the formation and reception of the work.
As an experimental art practice, walking also formed 
part of the conceptually driven land art movement (Gaal-
Holmes 2015). Artists such as Richard Long began to 
document their walks using film, photography and drawings. 
Long also used listening as a conscious mode of participatory 
and interconnected experience with the surrounding 
environment (Pascoe 1997). During his work A Hundred-Mile 
Walk, Long makes notes about the acoustic environment he 
passes though and how it affected both his visual and internal 
experience of the landscape. Further emphasising the process 
of listening to landscape, a number of 1970s sound artists 
and experimental composers also recorded their walking 
activities, creating a listening-based research practice called 
soundwalking (McCartney 2014). Hildegard Westerkamp’s 
recorded soundwalks enabled me to comprehend and 
locate the notion of listening within an artistic framework, 
and to consider its potential use as a creative method and 
research tool that can affect the act of seeing. In particular, 
Westerkamp’s Kits Beach Soundwalk is an expansive listening 
work that uses environmental sounds and narration to imagine 
and visualise the surrounding landscape by focusing on the 
acoustic realm of barnacles. The work’s use of location sound 
to create a narrative of place was a striking example of listening 
as both process and methodology.
Contemporary Influences: Document And Location
While my work is informed by landscape cinema and 
developments in cultural production since the late 1960s, my 
primary interest in the context of this review has been the 
contemporary artists who create moving-image and sound 
works that have a particular emphasis on place, landscape 
and location. In recent years, artists’ cinema has undergone a 
22
Community of Practice Review
documentary turn: place-centred art practices that emphasise 
the representation of location and site are ‘conceived of 
as a social and discursive entity’ (Connolly 2009, p. 31). 
The expanded form of the documentary has emerged as a 
connecting thread for moving-image practitioners, engaging 
what artists’ cinema scholar Maeve Connolly explains is a 
‘record/reveal/preserve approach in relation to site-specific 
projects that are concerned with the history of a particular 
place or community’ (2009, p. 114). Sound, of course, is also 
an integral element to many of these films – although one that 
is rarely discussed. ‘Where visual space is almost exclusively 
solid or opaque, aural space is transparent’ (Harper & Rayner 
2010, p. 19). Because of sound’s unseen and hidden qualities, 
the majority of these works are more concerned with visual 
creative processes and documentation of landscape, and not 
with the complex, and largely unnoticed, role sound and 
listening play in the creation of the works.
I embarked on this research investigation with the 
idea that listening was an integral but under-developed 
process pertaining to contemporary moving-image works 
focused on landscape and place. After some investigation 
I determined that a number of significant artists have 
employed sound as a dynamic and dissonant medium in the 
documentation of landscape – whether it be coupled with 
the moving image or as a standalone sound work. It was 
through exploring both artists’ cinema and sound art practice 
that I was able to more clearly distinguish listening as a tool 
from my own research – helping me traverse a space between 
sound and vision, which has supported me to further define 
listening in response to seeing.
Artists: Moving-image practitioners
The moving-image works of James Benning, Carlos 
Casas and Sharon Lockhart have been invaluable examples in 
the formation of this research. James Benning is best known 
for his durational landscape films; his practice presents a 
formalist study in observation and perception. Radically 
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non-narrative, his works elicit profound states of meditation 
and involvement in muted hinterlands and rural backwaters. 
His work has been a defining influence on this project – 
particularly his focus on landscape and his use of static shots 
and field recordings. Benning’s use of single-screen and 
stereo sound has also further influenced the outcome and 
presentation of my own works. His solitary location work 
and deft handling of both sound and vision have further 
influenced how I work conjointly with these media in the 
environment and on location. His work Small Roads (2011) 
has contributed greatly to my conceptual development of 
listening, particularly in terms of his use of location recording, 
auditory cueing, duration and editing. The film documents 50 
small roads in the American landscape. Benning’s depiction of 
the roads in slow, static long takes sharpens the experience of 
looking and listening, by capturing the gradual shifts in light 
and movement that occur in varying weather and times of 
day. The viewer’s visual frame is fixed, and the act of listening 
becomes the primary temporising influence and conduit of 
information. Benning himself has mentioned the limits of the 
camera by describing its frame’s restrictive influence on his 
work (Bradshaw 2013). Instead, he uses the layered nature 
of sound to animate his shots, which hints at a larger world 
beyond our gaze.
Spanish artist Carlos Casas films remote locations 
and abandoned post-industrial sites as a means to engage the 
forgotten and unseen. Like Benning, Casas usually works 
alone on location, recording both video and sound as part 
of an experimental fieldwork process. Sound, especially 
the capturing of radio frequencies and signals, is an integral 
part of his work – a practice he calls ‘tuning the landscape’ 
(Casas 2012). His resulting video works have a specific focus 
on both fieldwork and sound as a way to amplify the seen 
environment. Casas’s practice relates to my own investigation 
into the processes of fieldwork and the use of listening as a 
form of visual expansion. Casas’s Fieldworks (2000) series has 
been particularly relevant to my own work. Fieldworks is an 
ongoing, evolving moving-image and sound work that seeks 
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to document the atmospheric qualities of landscape through 
visual and audio field recordings. Using durational static shots 
and recording radio waves from each filmed location, Casas 
experiments with sound as a way to explore an enhanced 
perception of the landscape through acousmatic listening.
Sharon Lockhart is an American artist-filmmaker 
and photographer who also utilises stillness and the static 
nature of the frame as a means to focus the quiet moments of 
everyday landscapes and life. Favouring the single shot and 
often documenting found reality rather than a constructed 
event, many of her films employ offscreen sound as a means 
to engage with the hidden and layered elements of landscape 
and people. Principally, her works Pine Flat (2005), Pódworka 
(2009) and Double Tide (2009) have been formative to my 
own understanding of using location sound and listening as 
a means to engage and inform the viewer/listener experience. 
Double Tide has especially helped form my understanding 
of how listening can engage the layered complexities of 
landscape. The work focuses on the gently shifting labour 
of a woman collecting clams in a small cove during a double 
tide. The scene consists of two long wide shots, so the details 
of her activity are not visible. Instead it is the sound, and our 
listening to it, that informs and engages our continual interest 
in her endeavours. In addition, the minimal visual and distant 
action in Double Tide are further contextualised by a variety 
of environmental sounds, most of them offscreen, further 
informing the audience to the surrounding environment. 
Through these films, Lockhart’s engagement with listening 
to what is offscreen has been an influential force in my 
understanding and development of listening, field recording 
and acousmatic sound as a form of locating.
Although it is not specifically focused on landscape as 
an ongoing subject, I feel the Otolith Group’s film Medium 
Earth (2013) is worth mentioning as a work that has been 
deeply influential to my research, while also undeniably 
located within the canon of contemporary landscape films. 
The Otolith Group is a British research-based collaborative 
art collective that utilises audiovisual practice to explore the 
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entanglements of events, histories and site. Medium Earth is 
an audiovisual work that traces the underlying movements 
and process of tectonic fault lines in Southern California and 
uses sound as a way to express the unseen movements and 
activity under the ground. The works focus on landscape and 
field recordings to construct narrative has been an inspiring 
influence to my creative practice and research. Both Medium 
Earth and the Otolith Group’s ensuing practice have also 
been a significant influence on my own development of both 
creative research and audiovisual documentation. Their ability 
to assemble theoretical concepts, text, sound design and the 
moving image into discursive and poetic arrangements has 
helped me experiment with how to position the doctoral 
projects and writing into a more congruent relationship.
Sound Practitioners
Although a variety of sound works and composers 
have inspired my research over the years that have formed this 
PhD, two in particular – Australian composer Philip Samartzis 
and Japanese sound artist Toshiya Tsunoda – have been most 
critical in the formation of this project. Samartzis’s sonic 
practice – his use of field recordings to explore the acoustic 
complexities of place and environment – has been crucial to 
my understanding and engagement of listening, composition 
and microphone technique. Through his extensive work 
recording outlying and peripheral locations, Samartzis creates 
intricate sound works that are both cinematic in their scope 
and situated in their response. Through engagement with his 
work, I have developed my listening practice in the field and 
discovered the creative possibilities of microphone placement 
and field recording. Samartzis’s fieldwork in Antarctica, most 
notably documented through the publication Antarctica: 
An Absent Presence (2016), has greatly influenced the sonic 
component of this research, through the work’s varied 
and expansive aural documentation of the South Pole. The 
recording’s stark yet rich and durational complexities build 
layered atmospheres of location that contribute to dynamic 
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aural understandings and perceptual experience of rarely  
heard environments.
Toshiya Tsunoda creates remarkable acoustic works 
that focus on the vibrational resonance of landscape and the 
sonic characteristics of respective locations. His ability to 
sonically transcribe the experience of landscape, along with 
his attention to listening as an essential tool for engaging 
place, has been a formative guide for my own research. 
Furthermore, Tsunoda’s conceptual experiments with the acts 
of looking and listening through the media of photography 
and sound have also informed my research by illuminating 
the expansive possibilities of the audiovisual relationship. In 
particular, his listening installation Trans/Real: The Potential 
of Intangible Art (2016) and his recording projects Scenery 
of Decalcomania (2004) and Detour (2014) – the latter a 
collaboration with Manfred Werder – have informed my 
understanding of the subtly of aural landscapes and the 
creative use of vibrational field recordings.
The preceding artists constitute a field of inquiry and 
community of practice that has supported the creation of my 
dissertation and resulting doctoral projects. Their work has 
provided a critical context for the research enquiry and to 
the development of my thinking on the subject of listening, 
landscape and the moving image. The research question – 
How does listening expand visual comprehension in moving-
image works about landscape? – thus determines new terrains 
based on a combination of pre‐existing knowledge and 
practice across genres of visual art, artists’ cinema and sonic 
practice. A gap in knowledge between sound and vision is 
located at the point where my research question coincides 
with each of these relevant fields. It is in this audio-visual gap 
that I have endeavoured to focus this research by engaging 
listening as a practice that bridges the divide between sound 
and vision. In this breech, I have created a new body of work 
that through practice actively employs listening as a new 
framing of vision, while the dissertational component of 
the PhD details the resulting relationships between process, 
fieldwork and theory. 
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Exhibition Outcomes: Presentation and Reception
Each work created for this PhD has been exhibited as 
a single-channel video projection in a darkened gallery space, 
accompanied by a 2.1 stereo soundtrack. I have remained 
committed to this form of presentation as an ongoing structure 
for the doctoral project. First, it is a reference to the traditional 
visual constraints of the cinematic frame, and a way to 
acknowledge the framing heritage and relationship inherent 
in both landscape painting and landscape cinema. Secondly, 
I have used this presentation format as an approach that 
attempts to avoid overcomplicating the visual field, filling the 
gallery space with the process of listening rather than an array 
of multiple screens. I have also utilised the single screen as a 
device to highlight both offscreen space and the experience of 
acousmatic listening. The use of just one screen highlights what 
lies outside the frame, as the viewer-listener’s visual attention 
must focus nowhere else but one direct place. The positioning 
of the single screen also draws a direct contrast between the 
constrained image and the omnipresent soundtrack.
By choosing to render each separate work’s soundtrack 
in a 2.1 stereophonic field, I have focused on stereo’s ability 
to reproduce a natural and uncomplicated listening situation, 
rather than relying on an extensive multichannel sound 
installation. For the exhibition of each project, an equilateral 
stereo triangle was installed and then specifically positioned 
to reflect the gallery’s size, space and materiality in order to 
create an optimal listening experience. I also experimented 
with seating placement to test listening positions and the 
gallery’s auditory constraints in relation to the projected 
visuals. By live-mixing the soundtrack in the gallery to correct 
the amplitude and frequency playback, I have further been 
able to more fully reflect the acoustic properties of each 
individual exhibition space. Additionally, by privileging stereo 
presentation, I was interested in exploring the stereo field as a 
compositional constraint, and as a means to draw the listener’s 
attention to both onscreen and offscreen space through 
temporal relations and auditory cues. The restraint of using 
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a stereo presentation has also helped me focus attention on 
the gallery as a psychoacoustic space: the stereo configuration 
offers an effective way to communicate the omnipresent 
complexity of each work’s distinct auditory experience.
In the following section each work is briefly 
detailed for the reader to delineate the practical outcomes 
of this doctoral project. The section is a means to further 
contextualise the chapters, which focus more specifically on 
theoretical analysis, empirical knowledge and the creative 
processes of fieldwork and production.
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Undercurrents: HDV, stereo sound, 30m 45s, 2015
Production and fieldwork for Undercurrents took place during a two-
week residency in mid November 2014 at the Bogong Centre for Sound 
Culture, a regional cultural initiative situated in the foothills of Victoria’s 
Alpine National Park. Editing and post-production was undertaken over 
two months in January and February 2015. The resulting audiovisual 
work was exhibited as a solo show at MARS Gallery in its Black Box 
cinema space. It was displayed as a single-channel projection with an 
accompanying stereo soundtrack. (Fig.1, p. 30, 31)
Between Two Suns: HDV, stereo sound, 17m, 2016
The fieldwork, production and post-production for this project were 
undertaken during a three-month residency (May-August 2016) at the 
Helsinki International Artists Program (HIAP) in southern Finland. The 
subsequent work was exhibited as RMIT University’s SAB Cinema as 
part of the sound-cinema program The Ecology of Place in May 2017. The 
work was presented as a single-screen projection with a stereo soundtrack. 
(Fig.2, p. 32, 33) Image: Matthew Stanton
The Spectral Field: HDV, stereo sound, 24m 48s, 2017
Commissioned by the UK-based curatorial and research initiative The 
Cinemas Project, this work was filmed over a two-week period of 
fieldwork in December 2016 in the Murray-Sunset National Park. The 
work documents three ephemeral salt lakes situated within the park: 
Lake Becking, Lake Crosby and Lake Kenyon. Post-production for the 
work took place over January and February 2017. The resulting work 
was exhibited between the April and June 2017 at the Mildura Arts 
Centre (MAC) as part of the show Spectral Ecologies. The final work 
was projected onto a large, suspended single screen with a stereo-field 
soundtrack. (Fig.3, p. 34, 35)
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Chapter 1:  
Expanded Listening
What does to be listening, to be all ears, as one 
would say “to be in the world,” mean? What does 
it mean to exist according to listening, for it and 
through it, what part of experience and truth is  
put into play?  
 (Nancy 2007, p. 5)
The day I arrived, I felt at a loss for where to start or how to 
begin. The mountainous terrain seemed to endlessly undulate 
in an expanse of uplands, rounded hilltops and summits 
obscured in gloomy clouds. Rivers and creeks tumbled down 
steep hillsides, meeting at specific points only to separate 
again and disappear under tree ferns and into dense scrub. 
There seemed no start and no end, so with a car packed 
with camera and sound equipment, I set off to the highest 
place I could drive to. As I circled my way up the mountain, 
different scenes of landscape became apparent as I climbed 
higher into colder temperatures and thinner air. The forest 
began to give way to scarcer vegetation until trees dispersed 
from the landscape entirely. Thick carpets of grey moss 
instead blanketed the hillsides, and a thin sheet of cloud hung 
low in the air. I parked the car and was struck by the quiet. It 
filled my ears as the muted tones of the tundra folded into the 
distance until they dissolved into the grey line of the horizon.
And then I heard something. At first a high, 
tinkling sound. It moved in and out of my register so at 
first I couldn’t locate it, lingering in the air momentarily but 
then disappearing again just as quickly. I crouched down, 
moving my ears closer to the ground, and discovered a new 
and distinct space of sounds. The tinkling became a glassy 
bubbling of high and low resonances, intermixed with the 
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sporadic harshness of flies. As I leaned closer to the source 
of the sound, I began to hear movement and a more complex 
array of tones. It was then I realised I was listening to the 
movement of water. I leaned forward and parted the thick 
ground cover to discover a small, fast-flowing subterranean 
stream beneath the moss. As I continued to listen I could 
hear the trickling of water elsewhere, and so began parting 
different sections of the spongy ground with my hands, 
discovering a multitude of busy streams all pouring towards 
some unknown place. Intrigued, I decided to walk against the 
flow, stepping on the soft buffers of moss that hid the stream 
from sight. Listening as I went, I began to follow the water 
back to its beginning.
Chapter Introduction
This experience might be considered unremarkable 
during my first day of fieldwork on what would become 
my first doctoral project. Yet I recount it as a starting point 
for exploring what happens when listening is engaged 
as a creative tool on location – not just in the expansion 
of a moving-image practice, but also as a method of 
understanding and documenting geographies. In the 
following chapter I will consider a number of processes and 
theories from audiovisual theory, anthropological studies and 
philosophy that informed the development and creation of 
the work in the field and beyond.
This chapter details the production strategies and 
processes undertaken in the creation of Undercurrents, an 
audiovisual work that follows the flow of water hundreds of 
feet down the mountainside: from the spring melting of the 
ice pack on Mount McKay to the first damming of the water’s 
flow at Lake Guy. The work explores an expanded approach 
to working with the moving image on location, initiated 
through a confluence of fieldwork combined with art making, 
field notes and historical overviews of location, entwined with 
theoretical and philosophical considerations. Through the 
fluctuating experience of creative practice I enact practice-led 
35
research methods and theoretical frameworks to formulate 
and expound on a new listening practice – expanded listening 
– in response to my experiences in the field and through the 
formation of the work.
The first section of this chapter presents an overview 
of listening and sound in response to the visual frame. I then 
explore the experiences that arose during the production of 
the work on location as points of discussion and reference, 
drawing on a number of cinematic and audiovisual 
philosophies to underpin my assertions. In general, using 
these concepts to approach listening has assisted in the 
formation of my research, opening up new gaps in knowledge 
and expanding my relationship with landscape, fieldwork 
and the process of visual documentation by developing new 
strategies for listening and expanding vision. Through this 
chapter, my understanding of listening develops beyond a 
responsive experience that occurs in reaction to sound and 
vision; instead, it evolves into a working concept and research 
methodology and it is positioned as a creative activity that 
locates and partakes in a field of relationships.
Landscapes of Water and Ice
The fieldwork for Undercurrents took place on the 
Victorian boundary of the Australian Alps, and was focused 
on three main locations in the Alpine National Park: The 
summit of Mount Mackay, its associated underground 
power station, and Bogong Village. The Australian Alps 
are a heterogeneous and isolated place that expands across 
secluded ridges, plateaus and high tundra areas, while being 
surrounded by steep slopes, escarpments and deep river 
valleys. During the winter months, much of the landscape is 
inaccessible due to snowfall and harsh weather conditions, 
but in spring and summer the ice packs melt to reveal rocky 
outcrops, open plains and tall timber forests of mountain ash 
and myrtle beech.
Water is an element that determines the Alps. It flows 
underground, across escarpments and down mountainsides in 
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all manner of movements and sounds, directions and speeds – 
from slow drips and trickles to powering walls of water that 
fill the surrounding environment with white noise. Whether 
fixed and frozen or flowing, falling and seeping, water is a 
constant companion in the landscape. It cuts through the 
thick undergrowth of forests and the monotonous expanse 
of tundra like a moving signal, always striking a way forward 
while hinting at another place just beyond what can be seen. 
Manoeuvring through this environment was a constant 
physical task, from climbing up hillsides and sliding down 
gullies to battling through seemingly impenetrable scrub. 
Concentrating on the sonic properties of water offered me an 
essential way to navigate the landscape as a form of creative 
wayfinding, and as a means to engage with a larger world.
Tunnelling underneath this mountainous terrain is the 
Kiewa Hydroelectric Scheme, the largest hydroelectric scheme 
in the state of Victoria and the second largest in Australia. 
Work began on the epic scheme in 1937 only to be scaled back 
after WWII and never finished to its original plans. Despite 
decades of state funding cuts and delays, the scheme still 
produces significant power generation for the population of 
Melbourne by capturing the flow of water produced from the 
snowmelt in the Alps. The strange subterrestrial industry that 
operates below the mountains offered a complex counterpoint 
for my fieldwork as I followed the water away from the remote 
mountaintops and into spaces of human industry and labour. 
In these spaces the familiar sound of water was replaced by the 
thrum of generators and machines. But despite these changes 
to the listening environment, the water’s progression continued 
to create a sounding – a listening space that drove the creative 
direction and production of the work.
 Audio-Vision in the Field:  
The Practice of Listening and Looking
Audio-vision is a rather indiscriminate term applied to 
a variety of work, from filmmaking through to art installations 
and experimental media. But as the work Undercurrents 
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unfolded, I began to ruminate on the idea of what audio-vision 
could also be in its most fundamental form, and as a mode of 
sensory fieldwork. Seminal audiovisual theorist Michel Chion 
writes that audio-vision is an event where sound introduces 
an added value to the image (1990). Through this auditory 
and visual coupling, an entirely new space called audio-
vision is created, which initiates a variety of responses and 
perceptions that are unique to the experience of this dualistic 
and symbiotic relationship (Chion 1990). But Chion’s cinema-
centric conceptualisation of audio-vision, which rigorously 
pursues form and content through the process of editing and 
theory, had an inherent limitation for my own questions: 
how these media work together when confronted with the 
unwieldy experiences of location recording and fieldwork. 
Chion’s theories lacked an openness that I felt was essential 
to the fieldwork process and the intuitive chance of artistic 
practice. In order to engage the complex process of working 
with landscape and place more thoroughly, I needed to 
consider how creative and experimental strategies within the 
field of audio-vision could be applied in the production of 
projects on location. I was left wondering: what more could 
the process of listening and seeing entail? How could sound 
and listening be engaged beyond preconceived notions of the 
soundtrack and the post-production process of sound design? 
What if I allowed listening to dictate my visual response to the 
environment? And how could listening expand what I could 
see and, eventually, what I would document?
Listening to the Out-of-field
With these concerns in place, Undercurrents signalled 
a departure in my approach to the process of documenting 
environments: it positioned the practice of listening as an 
essential way to expand the act of seeing while on location. 
Listening provided an additional channel of knowledge, 
producing insights into scale, materiality and distance that 
were not available through visual means. Traditionally, when 
paired with the moving image, sound is seen as an extension of 
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vision (Rodowick 1997). It is commonly used in both on- and 
offscreen space to support visual movement and focus. Drawing 
on Deleuze’s theory of the out-of-field in cinema – a visual 
field that is not included in the frame – I began to consider 
how sound could engage out-of-field events, and how listening 
could be an method of bridging the divide between what is seen 
and what is heard. Deleuze’s concept of the out-of-field allows 
for a more open consideration of the framed image. Instead of 
conceptualising the inside of the frame as a contained event, the 
out-of-field designates it as a space of becoming that is always in 
relationship to what is outside the frame’s restrictions (Deleuze 
2013). The out-of-field is a connection to the world outside 
the visual perspective: it ‘refers to what is neither seen nor 
understood, but is nevertheless perfectly present’ (Deleuze 2013, 
p. 19). When considering sound from this perspective, the out-
of-field is an open space of unknowing and obscured agency. It 
produces new information: not as a separate entity to the image, 
but as a communication that moves beyond it (Deleuze 2013, 
p. 242). Following the movement of water through the tundra 
and down the steep mountainside, I was constantly drawn to 
the sonic out-of-field that was unfolding around the limitation 
of my camera lens. Listening to the sound of the water as it 
amassed force and gathered itself under the moss and beneath 
the low-lying bush, the camera became directed by the sound of 
the water’s flow when often its movement remained invisible.  
 I was able to continue tracing its path through 
kilometres of dense forest and underground junctions, 
engaging the sonic continuum of the out-of-field as a space 
of more-than: a site of creative fluxes and changes that kept 
folding back into both my own movement in the landscape, 
and into the imagery that I filmed.
Listening to Self and Others
In his treatise on listening, Jean-Luc Nancy (2007) 
speculates about the differing senses of listening and looking, 
discovering that the hidden aspect of sound is more akin to its 
ability to expand what is seen, rather than simply supporting 
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it. Nancy believed that sound enlarged vision by giving it 
‘amplitude, a density, and a vibration or an undulation’ (2007, 
p. 2). It unsettles the belief of visual stability and involves us 
as listeners in the production of an unseen world (Voegelin 
2010, p. 14). It is through the experience of listening that we 
are challenged to participate in the more-than-visual scene, as 
the camera frame is expanded to encompass a world we cannot 
see. Nancy suggests that ‘[i]n terms of the gaze, the subject is 
referred back to itself as object. In terms of listening, it is to 
itself that the subject refers or refers back’ (2007, p. 10). This 
gesture of referring back, of a return in the process of listening, 
speaks of the inherently different conditions that inhabit 
listening and looking. Seeing tells us what things apparently 
are; listening, on the other hand, suggests what else there is or 
might be. Vision seeks to know the object, while listening to 
sound is to be part of the out-of-field that the object inhabits. 
Listening retreats inward, but seeing is more closely linked to 
explanation and display (Nancy 2007).
To consider fieldwork through the spectrum of 
listening evokes the subject of the listener and the listener’s 
relationship to other bodies – both human and non-human. 
Undercurrents enacted this interplay between bodies with 
the intention of undoing spatial boundaries (vision) by 
dissolving temporal ones (sound). To approach the question 
of the body and listening is to interrogate spatio-temporal 
relationships that constitute our sense of self and our sense 
of ourselves in the world – the auditory moment being 
inherently connected with the body as a part of place-making 
(Berrens 2016). In this way, to be listening is to always be on 
the threshold of understanding (Nancy 2007, p. 7). Unlike 
vision, which perceives the outward shape of something, 
sound spreads though that something and resonates within 
and without. Listening to sound, then, is about going beyond 
and tuning into multiple becomings. Nancy considers 
listening to be fundamentally about engaging the self, and 
as listening is a process and form of attention, the listener is 
claimed as a participant within the work (Nancy 2007). The 
person recording events is themselves a listening body in 
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relationship to other listening bodies. Listening does more 
than expand or add value to the image; it also actively creates 
the world we experience though conscious attention. To 
listen was not just to know where I was in that landscape; 
it was to form an understanding and kinship with the 
environment, to be alive to the constant creative array of 
both auditory and visual happenings (Chion 1990).
Listening Spaces and Openness
The practice of listening on location unfolded in 
divergent ways that affected both how I approached the 
environment, and the overall production of the work. As 
I moved and filmed, my thoughts circulated around the 
possibilities of listening as an expansion of seeing. How could 
I create a visual frame that could be a reference for listening? 
If we think of listening as a form of sensory attention, then 
how might the composition of imagery further support this 
acoustic attentiveness? Mulling over these questions as I 
traipsed up and down the mountainside, I decided to settle on 
using the static camera frame and the long take as my means 
to instil an authentic experience of listening in the work.
The long take, or time image, is positioned in contrast 
to more traditional montage-based forms of editing. It offers a 
temporal openness: the viewer is invited to explore the frame 
in a more sensory, spatial and attentive way. Without the 
dominating force of montage to contend with, the viewer is 
required to engage listening as a tool that informs the process 
of looking. Thus, sound not only influences visual perception, 
but it also literally expands it (Chion 1992). Although both 
sound and vision are temporal media, they work divergently: 
the eye is spatial and the ear temporal (Chion 1992). In the case 
of the long take, vision can contain things in stasis but sound is 
in movement from beginning to end. Because of these factors, 
sound temporalises the static image. Chion writes that the static 
shot ‘has no temporal animation or vetorization in itself’ (1992, 
p. 14) and that sound brings vision a sense of temporality and 
resolution. The time image is an observational moment when 
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movement is subordinate to time: a pure optical-sound image 
that strives to make thoughts ‘perceptible, to make them visible 
and of sound’ (Deleuze 2013, p. 18). The more I incorporated 
time-images into the work, the more they created a dwelling 
space of listening. The visual experience of looking at the 
static frame granted ‘a ceaseless opening of time – a space of 
becoming – where unforeseen and unpredictable events may 
occur (Roderick 1997, p. 17). This listening space felt like 
a place of unknowing openness, more allied with sound’s 
formless conditions than the certainty of the camera frame.
Openness can be further interpreted through 
Bergson’s concept of intuition, which he considered a method 
that leads one to beyond the state of mere experience to 
an ‘open space’ of creative totality where ‘reality unfurls’ 
(Deleuze 1988, p. 111). For Bergson (2010), intuition is a 
reflection that resists language, concepts and distinctions and 
is instead more aligned with the fluidity of movement and 
sensation. In his essay ‘Introduction to Metaphysics’, Bergson 
develops his essential theme of intuition by proposing that 
true knowledge is to know things deeply, to make contact 
with the nature of things via empathy. ‘A true empiricism’, 
he wrote, ‘is that which proposes to get as near to the original 
itself as possible, to search deeply into its life, and so, by a 
kind of intellectual auscultation, to feel the throbbings of 
its soul’ (Bergson 1999 p. 36). Auscultation is the process 
of listening to the internal organs through a stethoscope – 
listening, then, becomes a Bergsonism method of intuition. It 
is a vital force that transports the listener ‘into the interior of 
an object in order to coincide with what there is unique and 
consequently inexpressible in it’ (Bergson 2010 p. 190).
Listening to the Unseen
As I charted the flow of water through the differing 
topography of the Alps, I found myself unable to visually 
follow a sizeable portion of the journey as the water leaked its 
way through spongy tundra, funnelled through miles of thick 
white pipelines, and was pushed though noisy underground 
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generators until it was siphoned back out via a concrete chute 
further down the mountainside. In such moments all I was 
able to document was the sound of these spaces as the water 
disappeared completely from view. When I was faced with a 
lack of visual representation to capture, listening helped me to 
understand the mobility of the water and its pathway though 
both landscape and industry.
Privileging listening over seeing became a compelling 
aspect of my field research as I began to further consider how 
sound, separated from its visual source, could generate new 
modes of attention and information about the surrounding 
environment. Acoustic ecologist and scholar R Murray 
Schafer believed a soundscape consisted of happenings and 
events that were heard rather than seen, calling the dislocation 
of sound and image anti-natural (1994). Michel Chion also 
interpreted unseen sounds as an isolation of sound from the 
audiovisual complex (Chion 1990); but it was experimental 
French composer Pierre Schaeffer who was the first to 
name the discrete concept of the sonic unseen by naming 
it the acousmatic (Chion 2009). Schaeffer’s interest in the 
acousmatic was largely based on its ability to focus attention 
on the acoustic action of sound, which he believed created 
a new mode of attention he called reduced listening (Chion 
2009). Reduced listening became a practice that focuses 
attention away from the image and towards the characteristics 
of the sound itself (Chion 1992). Initially, at the beginning of 
my field research in the Alps, the concept of reduced listening 
became an important positioning tool, connecting me with 
the history and practice of audition while concurrently 
helping me engage with the sound of water as I followed 
it through a variety of underground spaces. As I listened 
to these unseen sounds and allowed them to direct where I 
positioned my camera, I actively employed the acousmatic as 
a means to expand the narrative space of the camera frame by 
suggesting that there is an offscreen reality: an out-of field. 
In this way, listening to the distinct auditory qualities of 
the environment became a way to uncover the source of the 
sound and to consider a larger world beyond the camera eye.
43
 Meshworks and Entanglements:  
Rhizomatic Listening
The rhizome is a concept devised by philosophers 
Gilles Deleuze and Felix Guattari: it can be defined as a 
multiplicity that helps question binaries and hierarchies within 
thinking and action. Much like a map or root system, the 
rhizome is a process that makes connections and meaning 
without resorting to more linear and hierarchical approaches 
to knowledge making. The multiple and interrelated qualities 
of sound are rhizomatic in nature, and listening also follows 
a rhizomatic process that moves from point to point as it 
follows the flow of sounds. To listen to sound is to gain an 
entry point to an unending trajectory of auditory processes 
that branch out and weave above and below. In this auditory 
assemblage, following the polymorphic flow of the water 
became a rhizomatic charting as the streams, creeks and rivers 
branched out like watery arteries that crossed the surface of 
the landscape. The concept of the rhizome allowed me to 
envision how I might develop a creative methodology beyond 
more rational approaches to sound and vision. To think with 
the rhizome is to give up beginnings and endings and instead 
engage with connectivity, rupture and flux. In the rhizome 
things aren’t just this or that, but are instead a multiplicity 
of becomings (Weinbaum 2014). The rhizomatic process 
became a method by which I was able to consider undoing the 
hierarchies and categorisations of sound and vision through 
a heterogeneous process of thinking about both the flow of 
water and the process of listening to it.
In his book Sound Unseen, Brian Kane reimagines 
the sonorous nature of rhizomatic listening through 
exploring Kafka’s unfinished story ‘The Burrow’. In the 
burrow, listening is disconnected from sight as Kafka’s 
animal navigates the realms of above and below ground 
through the prism of listening. It occurred to me that Kane’s 
investigation, charting the underground world of the burrow 
and the acousmatic listening space that it contains, also 
considers the potential of rhizomatic listening: the locus of 
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the burrow acts as a listening body. The burrow, through 
its rhizomatic architecture, is an expansive habitus that 
supports the dismantling of hierarchies through its complex 
web of interconnecting tunnels and multiplicities – much 
like the funnelling of mountain streams that flow through 
the surrounding environments. Therefore, the water in the 
Victorian Alps also became a body of listening through its 
rhizomatic distribution and movement. In their botanical 
description of the rhizome, Deleuze and Guattari point 
out that the function of connectivity is complementary, 
creating a self-reflexive pairing (Deleuze & Guattari 1987). 
This coupling is reflected in the nature of listening and 
looking as one sense provokes the other. There is a push-
pull effect between the two senses and by engaging listening 
as a methodology, Undercurrents became a work driven by 
the shifting nature of the water’s affective quality: listening 
became an expanded geographical navigation tool.
Practising expanded listening on location extends 
visual comprehension by adding a sensory field of material, 
literally expanding one’s ability to ‘see’ beyond the frame. 
Unlike vision, listening attends to a multitude of fluctuations 
that occur in exchanges between objects, materials and bodies. 
It also has the ability to encompass the affective responses’ that 
come from sound’s vibrational movements that fall outside 
the ranges of human hearing. Throughout the production 
of Undercurrents, listening enabled me to participate in the 
flow of the water as a living, reverberating and geographically 
complex experience of the landscape. To be listening, then, is 
to be in a constant process of understanding: ‘thus in listening 
we become’ (Lipari 2014, p. 350).
Bodies and Forms: Listening to Landscape
Approaching landscape through listening is to be 
positioned in a space of openness, to be located in a receptive 
disposition to the world and oneself. It is a gesture towards a 
more layered experience of the world that positions sensory 
experience as a form of knowing and knowledge creation. 
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Landscape also has a political agency (Benediktsson & Lund 
2010), and the landscape of the Australian Alps, which the 
work Undercurrents documents, is a contested space of that 
mingles across a number of zones – the sacred country of 
the Ngarigo peoples, a protected national park, an alpine 
resort and an place of industry and enterprise. These layered 
economic, social and private demarcations of space constitute 
a complex site of time, place and history. To understand the 
complexity of these overlapping frameworks I employed the 
method of expanded listening as a means to engage with the 
complex social, cultural and historical underpinnings that I 
encountered during my fieldwork.
Here, it is important to speak further about the 
heterogeneous array of landscape detailed in Undercurrents 
– both in its representation and its obscured ideological 
entanglements. The work seeks to reveal the unseen nature of 
the landscape while also constructing an imagining of what 
that might be. Undercurrents is not a true representation of 
the landscape it seeks to document – it is a highly subjective 
and edited version of my personal experience of that place. 
The work has been imagined through a complex array of 
my own sensory momentary experiences, while also being 
dictated by what I was able (or not able) to document. Its 
form was then further shaped through pragmatic decisions 
undertaken in the editing process. Pioneering filmmaker 
John Grierson considered the experience of the documentary 
was a ‘creative treatment of actuality’ (1933, p. 7). He argued 
that intuition, rather than a didactic portrayal of events 
and perceived realities, was the more appropriate way to 
understand the complexities of the world (Aitken 2001, p. 
163). Grierson’s positioning of creativity and intuition as a 
framework also situates the artist as an agent of reception 
by highlighting the creative responses and accords that are 
inherent in the production of the work. To further Grierson’s 
calls for creative actuality, I argue that expanded listening is 
an activity that further augments the intuitive possibilities of 
representation through a sensory and participatory expansion 
of the field of vision. It does this by situating vision as a 
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limited field that is expanded through its relationship to the 
acoustic environment. By expanding vision through the act 
of listening, an in-between space outside the screen is created 
where other sensory modalities are able to respond to each 
other in more coextensive ways. 
This sensory expansion is a world-making. It is a 
creative and open event that considers the artist’s spontaneous 
decisions as positive occurrences because they still bring forth 
knowledge that is actively formed though an experience of 
place and environment. Simon Schama proposed in his work 
Landscape and Memory (1995) that landscape is a work of 
the mind. For Schama, landscape is a layered spectrum of 
fluctuating identities and memories. It enacts an in-between 
consideration of space, which collapses notions that those 
who seek to represent the environment are separate from it. 
There is a collective imagining in these moments of flux that 
constitute an unknowing – or at least an unending – of events. 
This passage of ‘stories-so-far’ (Massy 2005, p. 12) offers a 
process of constant becomings, encompassing more than just 
what can be simply captured within a frame.
To experience landscape in this way is to enter into 
a correspondence (Ingold 2010). It is to be involved in a 
conversation of the movement, time and sense. ‘A place owes 
its character to the experiences it affords to those who spend 
time there – to the sights, sounds and indeed smells that 
constitute its specific ambience’ (Ingold 2010 p. 155). Each 
place within landscape has its own unique significance; there 
are no distinct boundaries but rather a rhizomatic meshwork 
of moments and events. When one is located in a position of 
such openness, listening becomes a valuable tool for defining 
areas of interest by tracing sound’s expansive materialities, 
which can then ground systems of knowledge in a way that 
can be collected through the process of documentation. 
Landscape is understood through temporality, and it was 
through being active within landscape that landscape became 
active within me (Ingold 1993).
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Deviations in the Field: The Agency of Listening
Landscape is, of course, more than just an aesthetic 
and sensory space; and the landscape represented in 
Undercurrents is as political as it is temporal and fluctuating. 
Coursing above and below the earth’s crust is an active 
industrial complex of the Kiewa Hydroelectric Scheme. The 
scheme is a hidden and affective element within the landscape, 
directly enacting the production and flow of water. The title 
of the work was chosen for its connotations relating to these 
layered spaces that the water flows though – a layering that 
is all at once cultural, political and geographical. The nature 
of landscape’s agency changes depending on the historical 
and cultural standpoint of human and more-than-human 
inhabitants (Crumley 2001), and the nature of private and 
public space also played a role in how this work was formed. 
The water that the project documented moved through large 
sections of what is now the property of AGL Energy, the 
private company in control of the Kiewa Scheme. Gaining 
access to these privately owned areas took months of 
negotiation for just a brief few hours of access. The hidden 
and contained experience of landscape as it shifts through 
these different paradigms – above and below ground, private 
and public space – positions both human and more-than-
human participants in lively ecologies of labour, value and 
meaning. At the core of this interaction with landscape was 
an entanglement of underlying cultural and geographical 
frameworks where the nature/human/culture/history divides 
collapsed and became a meshwork of integrated movements, 
actions and stories-so-far.
Listening became an essential means to engage with 
the complexities that confronted me within the landscape. It 
allowed me to continue to follow the water’s flow through 
the dark underground areas of Mount McKay power station 
and the massive above-ground pipes that diverted the water 
and ferried it to process stations further down the mountain. 
In these spaces I was unable to film, but by following the 
sounds and vibrations of rushing water and the whirring of 
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generators, listening gave me access to what was unseeable, 
helping to further contextualise the ambiguity between the 
natural and constructive landscape.
Summary
Through the process of following the sonic flow 
of an alpine river for the work Undercurrents, I explored 
the concept of listening through the interrelated ideas of 
looking, landscape and material bodies. The work facilitates a 
reorientation of my approach to documenting the landscape, 
which in turn did not only affect the outcome of the 
aforementioned work, but also influenced the content and 
form of the following two research activities. This chapter 
articulates an expanded approach to the documenting of 
place; it situates a moving-image practice that seeks to 
consider the ephemeral possibilities of listening through a 
response to specific landscapes. These thoughts continued 
to unfolded in the next work Between Two Suns, which 
further developed methodologies relating to embodiment and 
listening as means to establish differing ways of documenting 
sound and vision, while generating forms of new knowledge.
In this chapter, I approached listening and looking 
as largely divided senses that inform each other through a 
co-productive relationship, with a specific focus on how 
listening expands the visual. Engaging with listening radically 
reoriented my creative practice by shifting my thinking 
towards listening as an active process in the landscape: it 
changes not just where we look, but also what we see and 
how we interact visually with the world around us. This new 
way of working has enabled me to engage in the process of 
filming and recording in a more experimental and critical 
fashion by locating a space of production where collaboration 
becomes amplified, along with the creative dialogues between 
what is seen and heard. Within this positioning, listening 
becomes an enterprising field teeming with the responses, 
energies and activities of a larger world.
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Chapter Two:  
Embodied Listening
Sound flows, as wind blows, along irregular, 
winding paths, and the places it describes are like 
eddies, formed by the circular movement around 
rather than a fixed location within. To follow sound, 
that is to listen, is to wander the same paths.  
(Ingold 2011, p. 139, emphasis in original)
The breeze brings the drone of the distant city from across 
the sea while planes score sound-lines in the air above. 
Noises of motorboats and jet skis float and weave on the 
summer air around me and I feel overwhelmed by the aural 
discord. The forests on the island are thickset but I find I 
am able to easily make my way through the undergrowth 
by following the numerous small tracks that wind through 
the trees and demarcate space with a surprising clarity and 
intelligence in the natural surrounds. The interweaving lines 
of these tracks become my mapping system as I pursue 
their meshwork though a foreign landscape, becoming part 
of a collaborative wayfinding system made by unknown 
movements and beings.
Walking on these predetermined lines that mark their 
way though the environment like a succession of wanderings, 
I pass a pocket of quiet that hangs in the air among the sounds 
of the forest – a punctuating resonance that makes me look. 
What first appears to be a vine-covered rock face sounds 
more cavernous. I edge closer, unsure of what is there. It 
sounds deep and close. I hear the echo of something and I 
listen again. A water droplet. And then another. I edge along 
the rock face towards the sound until my body hits a cold 
patch of air. As I move slightly around a curve in the rock I 
Fields of Resonance
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finally see the opening. The entrance to a fort – hidden, its 
heavy iron door broken away from its hinges. The wind picks 
up outside and the white noise of the breeze mingles with the 
thick blanket of damp, centralised quiet. I peek through the 
open doorway and feel as though I’m looking into a tomb. 
Inside is still; water covers the floor and from the entrance I 
can only see one chamber. But at regular intervals droplets 
fall from the ceiling and ring out through what sound like 
multiple and interconnected spaces and surfaces. My ears tell 
me the fort is bigger than it looks.
Chapter Introduction
These notes, taken from the field research that would 
become the project Between Two Suns, speak of an essential 
aspect of this chapter: how movement activates listening, and 
so expands the act of seeing through a process of embodiment. 
The following chapter argues that the influence of listening 
on looking is an embodied experience that requires creative 
gestures of movement as a way to make contact with otherwise 
unseen movements and ecologies within environments. 
Listening is a form of sonic cognition and it produces a mode 
of knowledge that is both temporal and ephemeral, through 
a sensory reading with the world (Voegelin 2014). Through 
examining the methodological processes undertaken for this 
project, the chapter explores listening as a sensory experience 
of place that requires movement as a way to relate to other 
bodies. It contends that through the affective properties of 
sonic communication, we are able to engage in the world with 
a perspective that exceeds the restrictions of visual perception; 
the chapter demonstrates how sound draws attention to the 
entanglements of human and more-than-human forms of life 
through both movement and gesture.
Over the course of this chapter I illustrate how 
an embodied engagement with listening opens the field of 
possibilities when documenting locations with sound and 
vision. The process of embodied listening is woven diversely 
throughout this chapter, detailing a shift in my practice away 
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from a more removed and controlled disposition of the 
documenter/observer, and instead towards a more process-
based methodology of moving-image and sound composition. 
In this shift, my role as the documenter/observer is 
destabilised and I become part of a more expansive creative 
field. The aim of this chapter is thus to articulate an idea of 
expanded forms of production that generate performative 
collaborations and improvisations beyond the camera frame.
Tangled Places and Forgotten Worlds
Between Two Suns is a sound and moving-image 
work that documents the landscape of Vallisaari and 
Kuninkaansaari Island: two disused military outposts located 
in the grey waters of the Gulf of Finland. Connected by a 
small land bridge, the islands formed an initial line of defence 
for the mainland from invading forces in the early 19th 
century. Colonised twice, once by Sweden and then later 
by Russia, the islands were handed back to Finland during 
the Finish independence in 1917. Because of these histories, 
the landscape is a tangled web of abandoned dwellings 
and underground forts that have been uninhabited for 
decades. Over time, the environment has become a wild and 
overgrown place, rich in biodiversity as birds, moose, foxes 
and insects returned to reclaim the forgotten islands.
The landscape of the islands is a haunted place, 
overflowing with the frontier histories of the past. But 
beyond this broken assemblage of ruins is an environment 
surprisingly rugged, vital and teeming with new life. In 
summertime the islands are a dense web of swamps, thick 
undergrowth, crumbling foundations and rocky granite 
outcrops; the unceasing light of the Finish summer sky 
creates a feeling of timelessness, with no real beginning or 
end to the day. Because of these shifting and ambiguous 
timescales and geographies, the environment is often difficult 
to navigate: a seemingly constant array of objects and 
materials blocks the way forward and the sun is always high 
in the sky. Vision and movement are impaired, so the sound 
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of the surrounding landscape becomes particularly sharp and 
distinct. It was from this space that the work Between Two 
Suns was created and an experimental listening methodology 
– embodied listening – began to take shape.
For over 20 years both islands have been off limits 
to visitors, marked as a zone of exclusion. The environment 
was formerly deemed too contaminated with buried artillery, 
scattered shrapnel and broken buildings to allow people 
access. But after a slow clean-up, both islands were reopened 
to the public in spring 2016; and it was on the islands’ opening 
week that I first visited. With little information and with no 
map, I found myself wandering around in an unknown world 
of overgrown roads and boarded-up buildings. There were no 
toilets or clean drinking water, and no signs or maps to help 
navigate. It felt as though the landscape was uncharted, its 
previous human-made boundaries overgrown and forgotten.
Listening and Movement
Over the next three months I traversed the landscape 
of Vallisaari and Kuninkaansaari by getting lost. Author 
Rebecca Solnit (2006) considers getting lost to mean crossing 
a boundary of the unknown – entering a space that allows 
the world to become larger than one’s previous knowledge of 
it. In this way, my getting lost became a method of seeking, 
an unknowing space that activated my senses as I searched 
and discovered the unfamiliar landscape. Leaving the main 
tourist track, a flat gravel road that looped around a section 
of the island, I instead followed the myriad animal paths that 
cut small trails through the thick reindeer moss, walking 
past swamps and over rocky embankments that edged down 
towards pebbly beaches. I began to understand the islands’ 
margins, and to experience their valleys and hilltops via these 
paths that moved though the landscape like small gestures, 
interconnecting and interweaving with each other almost like 
a hidden dance.
Listening became a practice of participation and a 
form of embodied cartography as I became an active part of 
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the landscape, navigating the environment via the trajectories 
of the trails. Through this natural movement of following 
paths, I became aware that my listening was operating in 
tandem with the environment as a co-constructing event. I 
discovered that I was listening to myself while also in the 
process of listening to the larger world around me (Berrens 
2016). Considering myself from a ‘perceiving subject’ 
position (Manning 2014, p. 16) helped me acknowledge my 
place in the environments that I traversed. The more listening 
became a driving methodology and means to understand the 
islands’ boundaries, the more my body became a durational 
multiplicity, an intuitive space that was able to form relations 
with other emergent bodies (Manning 2013). Weather also 
became a signifier of events and movements within the 
landscape, which further located me in the environment. 
Ingold writes about ‘tactile awareness’ (2011, p. 134) and 
describes how weather and atmospheres invade the body’s 
form. I didn’t just hear the environments of the islands; I also 
heard with them (Ingold 2011).
Listening and Making Knowledge
Tim Ingold has written much about the creative 
movement of walking; and as I listened and moved though 
the temperate forest of the islands, his proposition that the 
‘movement of walking is a way of knowing’ (Vergunst & 
Ingold 2005, p. 5) tumbled over in my thoughts. As I had 
no visual map of the island to draw on, it was the act of 
listening, and my movements though the landscape, that 
constructed a creative cartography of sensory experience 
– an understanding of the size, shape and distance of 
the land I was inhabiting. By actively participating in 
listening, I found myself engaging in a learning process of 
corporeality and emplacement. My listening drew ephemeral 
sound-lines around and through the island as I slowly 
amassed knowledge of the environment and allied visual 
connections to sonic situations. In this way, sound became 
‘a phenomenon of experience’ (Ingold 2011, p. 137) as it 
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presented a field of information beyond the visual plane, 
which enriched my understanding of both the world and my 
place within it. Sound penetrated my body and established 
a sense of communication and participation (Ingold 2000). 
Unlike the thick undergrowth of the island with its lack 
of visual-spatial views, my body instead resonated as a 
‘sounding cavity’ (Ingold 2000, p. 251), attuned to the  
world around me.
In studying the ethnographic research of 
anthropologist Paul Stollar, Ingold writes that vision 
creates an individualised spectator’s gaze, which distances 
the person from the subject (Ingold 2000, p. 251). Because 
of the intimate and tactile nature of sound experience, to 
have attention for true knowledge one needs to ‘abandon 
the illusions of vision and yield to the guidance of the ear’ 
(Ingold 2000, p. 252). Perhaps the intimacy and primacy 
that sound affords for scholars such as Ingold and Stoller 
lie in sound’s abilities to inhabit and move though materials 
and forms. This embodiment of sound means that listening 
is a force of potential as much as it is a conscious activity 
(Farinati & Firth 2017). Here, I use the word force as an 
expression of movement and physical action, as opposed to 
its potentially negative connotations relating to coercion. 
Force, like sound, is everywhere. Force reminds us that 
‘life is neither in the individual nor outside it but surpasses 
it while accompanying it’ (Manning 2013, p. 17). Force is 
active and gestural. Like listening, it is part of an internal 
resonance of movement and attention within the body that 
relates to other corresponding bodies. And so in this way, 
listening becomes a generative force that gathers sounds to 
make meaning.
Movement, Force and Minor Listening Gestures
A gesture is a physical force of movement, a shift 
that expresses feelings and thoughts. It is a creative act, a 
reaching out. Listening to the landscapes of Vallisaari and 
Kuninkaansaari, I began to imagine listening as a subtle 
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movement – or, more specifically, as a minor gesture. 
Inspired by Gilles Deleuze and Félix Guattari’s work 
on minor literature, minor theory utilises notions of 
displacement, spatiality, and temporality to create spaces of 
in-betweenness that reveal new productions of knowledge 
outside of normative forms. For dancer and scholar Erin 
Manning, the minor gesture is never known in advance. 
Instead it is an affective and spontaneous expression of 
creative force that advances understanding through a process 
of movement, which then opens up potential to variation 
from within the experience itself (Manning 2016). To work 
with the minor is to make conscious experiences of pragmatic 
and speculative flux, the minor’s value being ‘as ephemeral as 
it is mobile’ (Manning 2016, p. 2).
To think through listening as a minor gesture is to 
consider the practice of listening as a spontaneous creative 
movement that responds to events. These events can be 
sound-based, but by also exploring the ability to listen as a 
gesture, listening can be augmented towards the more-than 
sonic realm and non-cochlear events. Before I continue 
with such thoughts, I want to consider more fully what 
constitutes landscape, what it contains and how it can be 
experienced as a creative act in and of itself.
Landscapes as Event: Time and Mutability
Moving through the connected landscapes of Vallisaari 
and Kuninkaansaari was a process of making meaning through 
interlinking events. With no map and no prior experience 
of the environment, I lost my usual understandings of scale 
and time, and I often became disoriented and unknowingly 
circled back on myself. As I followed the winding paths, 
my perception of the environment became linked to acts of 
remembrance (Ingold 1993) as I tried to piece together familiar 
sounds and sites as a process of situating. Slowly an ephemeral 
map of the islands began to take form. I soon realised that 
the deep city hum of Helsinki came from the north side 
of Vallisaari while the much quieter Kuninkaansaari faced 
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towards the Finnish gulf and faraway Estonia. Depending 
on what I could hear became an essential way to understand 
where I was located within the environment. The islands are 
rocky and hilly and in many areas covered in thick forest and 
dense scrub, which made seeing beyond a few metres difficult. 
As I followed the paths, which moved like small currents 
whirling around the landscape, I found myself relying on 
sound as a guide to compensate for what I couldn’t see. 
Through this simple process of listening I began to 
notice how the experience of these sonic places affected me 
far beyond the limitations of my eyes. The landscape that I 
touched and moved through acted as a sonic conduit. The 
detailed sounds of the rock shoreline, the thick bird song of 
the birch forests, the vibrational insect hum of the swamps 
and the whistling outcrops of the hill tops became known to 
me though an aural experience of place that affected my whole 
body, beyond just the physical location of my ears. Through 
these experiences I began to understand how being situated 
in landscape allows the environment to become ‘a part of us, 
just as we are a part of it’ (Ingold 2000 p. 191). Landscape 
moderated the sound while also affecting my listening – my 
body became both a sounding object and a cartographic 
instrument as I navigated my way around the islands.
In his book The Perception of the Environment, Tim 
Ingold writes that the concept of landscape puts an emphasis 
on form, and that the forms of the body and landscape 
are complementary ‘through the processual unfolding of 
a total field of relations’ (Ingold 2000, p. 193) – a field that 
could also be considered a process of embodiment. Ingold 
distinguishes embodiment as movement within the landscape, 
proposing that looking and listening are not separate 
activities, but indeed constitute one integrated movement 
as a response to the environment (Ingold 2011). Landscapes 
are deeply reciprocal. ‘To see is to be seen; to touch is to be 
touched’ (Benediktsson & Lund 2010, p. 7) and similarly, to 
listen is to be listened to. To listen to a landscape is to listen 
to oneself: to take time and to be known through a process of 
establishing one’s body in the environment. Considering the 
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landscape from this point of relational exchange, I began to 
question how I could document the places I moved through 
without removing myself continually from this field of 
exchange though the externalising nature of the camera lens 
and the microphone.
Landscape as Taskscape
My focus during this fieldwork was to move, to 
understand and to document. As I walked and listened 
through the landscape I also carried with me a backpack 
full of sound and video equipment. As I scrambled my way 
though dense undergrowth, rarely able to view a horizon 
line, my senses became focused on smallness and closeness: 
the immediacy of my surroundings. Listening to the activity 
of each place encouraged me to be more intuitive to subtle 
happenings and movements. In this way the work Between 
Two Suns became a call and response of looking and 
listening – what I heard would show me something visual, 
and what I saw would in turn direct me to a sound. At each 
spontaneous stop I would sit and listen first, as a way to 
focus on the place and to allow the environment to become 
accustomed to my presence. I would then open my bag and 
pull out either my camera or recorder, depending on what 
I had seen or heard – the sound of distant gunfire or wind 
through the trees; a spider web in the sun; a fallen tree. 
From this vantage point of listening and watching, 
the landscape started to resemble what Ingold (2000) refers 
to as the taskscape – the embodied and reciprocal form of 
landscape. The taskscape exists as interactivity (Ingold 2000). 
It is a conception of ‘rhythmic harmonisation and mutual 
attention’ (Ingold 2000, p. 199). Taskscapes are also directed 
towards listening as a force. They are a congealed translation 
of a landscape based in activity, the limits of which are the 
auditory world (Ingold 2000). Listening is, then, an essential 
way to access the taskscape. As it is born from action, 
movement and reciprocity, so too is it intrinsically related to 
‘the agent who watches and listens’ (Ingold 2000, p. 199).
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As I became part of the taskscape, this agency 
extended to my recorder and camera. As a means to further 
embed these technologies into the taskscape, I began to attach 
my microphones to trees, or I positioned them on the ground 
in among reeds, grasses and rocks. In a similar fashion, I often 
used found objects as a way to hold and point my camera 
in certain directions. Ants crawled across my lens and my 
microphones swung back and forth with the leaves and tree 
limbs in the breeze – the technologies’ capability to document 
was directly affected by the total movement of becoming in 
the environment. 
The more I experimented with these placements, the 
more I began to see the action of installing the microphones 
in the environment as a minor gesture. These gestures 
were operational (Manning 2016, p. 6), situated within 
the larger becoming of the taskscape. Each minor gesture 
of microphone or camera placement was precarious and 
improvisational, a direct response to whatever was revealed 
to me through the activity of the surrounding environment. 
Opening up operational intervals, these gestures of 
placement reoriented experience by punctuating the event 
in question through moving the event in ‘new and divergent 
directions’ (Manning 2016, p. 2). 
Manning states that the event and minor gesture 
are always co-compositional. They take part in the larger 
taskscape of movement that is both speculative and pragmatic. 
By literally placing my equipment within the taskscape 
through a spontaneous gesturing based on the environments 
inherent movement, my equipment and I became autonomous 
and active members of the taskscape’s creative force.
Further Microphone Gestures and Camera Strategies
As a way to continue these experiments, I made a 
decision to limit my equipment choices by choosing to use 
a spaced pair of small omnidirectional microphones, and 
a fixed 18mm wide-angle lens for my camera. This was to 
impose a compositional constraint that both limited and 
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simplified how I documented the environment, which would 
in turn force me to be more immediate with how I responded 
to events and happenings. Omnidirectional microphones 
receive signals from all directions, unlike cardioids, which 
have a more focused pickup pattern. Correspondingly, a fixed 
wide-angle lens also lacks the ability to focus on one area, 
instead capturing a more located and generalised visual scene. 
Matching the way the microphones and camera captured the 
environment was my attempt to democratise my audiovisual 
equipment and lessen the impact filming had on how I 
listened and moved. These equipment choices also forced me 
to get closer to what I was recording if I wanted to focus on 
a sound or visual moment, involving me more fully in the 
taskscape at hand.
Often this meant I had to crawl and climb to get closer 
to objects instead being able to stand back from a distance and 
zoom in with my lens or point my microphones in a specific 
direction. I was less in control and more at the whims of the 
terrain and weather; the taskscape had a compelling effect 
on my movements, direction and documentation. These 
equipment choices also meant I listened more to the whole 
assemblage of the environment, rather than just one aspect of 
the auditory scene. Having my freedom curtailed by my usage 
of camera and sound equipment opened up a vibrant space 
by allowing a larger transmission force – the taskscape – to 
direct what could and couldn’t be captured. This transmission 
is an essential part of working with audiovisual media in the 
landscape, and provides an interesting association with the 
aforementioned minor gesture: to point a microphone or 
camera in a particular direction is to make a minor gesture in 
response to other minor gestures. It is a transmission of motion 
and action. It is not an attempt to record an idea of reality, but 
instead it assembles a new creative event through a dialogue 
with other movements, beings and forms.
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Walking and Line Tracing
Attending to landscape via the process of listening 
helped me create a sensory cartography of both islands 
through a participation in movement, which was facilitated 
through the activity of walking. In social anthropological 
circles, walking as a mode of place making has been gaining 
momentum as a multisensory research activity that creates 
forms of embodied knowledge (Pink 2007, p. 244). Sound 
walks are a related geographical practice that involves moving 
through specific locations with a particular focus on the sonic 
environment. These audio walks are increasingly used both 
as a way to personalise the wayfaring experience and as a 
means to encounter environments through the internalised 
process of listening. But I argue that walking-and-listening 
goes beyond a navigation device; it is a more process-based 
and abstract experience that actively takes part in the co-
creation of landscape. As I walked, pushed, tripped, jumped 
and crawled my way through the landscape, knowledge 
of my surroundings was gathered from an assemblage of 
connections and variable points of contact. Approached in 
this way, listening and walking became a lively and messy 
encounter with the sensory world, which created a transition 
of knowledge through both the act of encounter and the 
gathering of documentation.
The tangle of ruins that were scattered around 
the islands created a maze of transformed spaces. Broken 
walls, open doorways and collapsed roofs jutted out of the 
landscape like shipwrecks. The trails I followed had already 
manoeuvred a well-worn groove around each encountered 
object, and because of this, I was never confounded or 
blocked in the landscape; instead I was able to travel through 
sites with a logical ease despite having no map, thanks to the 
paths that snaked out before me like signals. When speaking 
of ruins in his text Ways of Walking, Ingold speaks of the 
difficulties of walking: the ground can give way, and whatever 
you cling to for support might also come crashing down at 
any moment. Getting around unknown sites, then, frequently 
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defers to copying the movements of others, and in doing so 
allows one to perceive the environment in more-than-human 
ways (Ingold 2008). From this aspect, landscape becomes a 
mediated form of encounter: a place of becoming and a non-
hierarchical meshwork where all bodies are situated.
Conceiving landscape from this perspective highlights 
the body as a receptor that makes meaning from the world. 
The body becomes a ‘participative listening tool’ (Berrens 
2016, p. 80) of movement and action beyond the capacity 
of the ear. The act of listening in the world is a gesture of 
openness, of a more-than-me experience. It operates in the 
margins of not knowing but seeks to connect, to understand 
and to make meaning. It is a form of knowledge making, 
‘defining and keeping in touch with our sensuous body, our 
emotions and connecting past and present into the moment 
of listening’ (Berrens 2016, p. 80). Thus, embodied listening 
allows us to engage a process of sensory insight that restores 
itself to the forefront of our relationship to the world 
(Berrens 2016).
Walking with Video and Sound
Drawing on Ingold’s walking theories, ethnographer 
and scholar Sarah Pink writes about paths as more than 
functional connections between places; instead she considers 
them ‘meaningful sensory and imaginative places in their 
own right that interact with and are contextualised by the 
sensescapes of which they form a part’ (Pink 2008, p. 246). 
Continuing these thoughts, Pink refers to Ingold’s practice 
of ‘walking with’ as an embodied and sensory form of 
phenomenological research, which she then expands to include 
the experience of walking with documentary technologies 
such as video (Pink 2008). Pink argues that walking with video 
is an embodied experience that creates place-events, and to 
‘walk with’ implies engaging with the world as a movement-
based, multisensory, co-composing activity that establishes 
events as a process. Conjointly, the walking-with premise and 
the documentary capacity of video create a sensory form of 
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research that is both active and participatory. Walking with the 
landscape, along with sound and video, endowed me with an 
‘agency to gather’ (Pink 2015, p. 37), serving to co-create events 
in the environment through the primacy of motion.
Listening and the Black Screen
When I began the process of editing Between Two 
Suns, I wanted to continue my engagement with listening 
as a creative and curatorial framework for assembling the 
content. I started to investigate how I might create a listening 
space within the work – liminal moments when listening 
could potentially be employed without the aid of visuals. As 
previously discussed in Chapter One, acousmatic listening 
can focus the audience’s attention away from the visual and 
towards the sound object itself, which then emphasises the 
activity of listening. By removing the visuals in certain parts, 
I was seeking to create sections within the work that initiated 
listening as an event. By enacting listening within the structure 
of the editing, I intended to bring the audience a more reflexive 
realisation of listening, expanding the sensory experience of 
the work beyond the restrictions of the camera frame.
To do this I employed the use of the black screen, 
both as a symbol for of not seeing and for its privileged status 
in both cinema and artists’ film and video as an ambiguous 
space of translation. Film scholar Richard Misek contends 
that the black screen’s ability to project both surface and 
space is fluid and void-like, offering an interval that is 
actually ‘countless spaces’ (Misek 2016, p. 141) rather than 
simply an area of no vision. The black background is a free 
and creative zone out of which characters emerge, and a 
space that constitutes possibilities and emergence (Misek 
2016). The premise that the black screen is a surface that can 
be imbued with a creative and liminal force also felt like a 
minor gesture – a movement between other movements that 
opened up a new space of meaning – and in terms of my own 
project, a space of listening where sounds could emerge like 
characters, singling out other moments to come. The black 
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screen signifies a space that ‘releases viewers from the flow of 
images and allows time to reflect’ (Misek 2016, p. 153). This 
temporal disruption allows a pause for other senses to come 
to the fore. Additionally, the black screen lacks the obvious 
visual limitations of the frame, presenting a liminal territory 
that is aligned with the ‘ephemeral, fluid, mobile and relational 
qualities of sound’ (Gallagher et al. 2017, p. 621). Instead it 
becomes a listening space that is unbounded by the visual 
limitations of the frame. Between Two Suns both begins and 
ends with the black screen – in this way it begins and ends 
with a reflexive space of listening.
Summary
In this chapter I have examined the proposition of 
an embodied form of listening that was drawn from my 
experiences during the production of my second doctoral 
work, Between Two Suns. By exploring the interlaced ideas of 
movement, gesture, walking and the landscape as taskscape, 
I refined my understanding of listening and its processes 
and shifts, facilitating a reorientation in my approach to 
both environments and fieldwork. My understanding has 
been informed through the process of enfolding theoretical 
research with fieldwork investigations, producing a shift 
in my thinking: listening is reconceptualised as primarily a 
sensory process of expression, creativity and relationship, 
teeming with forces and movements that are embodied and 
more-than-human. Part of my research practice constitutes an 
exploration into articulating and presenting material animated 
by this shift. As a result, the sound and moving-image project 
developed from these investigations has become full of the 
subtleties of sounds and sights differentiated into a multiplicity 
of propositions. As such, the project is structured by, and 
actively presents, a field of sonic and visual possibilities in 
which listening and its effects are developed.
This chapter articulates an expansive approach 
towards working with sound and the moving image 
in the landscape, including a spectrum of engagements 
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ranging from the jumbled experience of walking with ruins 
to the sensory and instinctive positioning of microphone and 
camera placement within the landscape. The chapter situates 
a practice that does not divide the material and technological 
from the ephemeral, but seeks to position them as working in 
unison towards a larger field of co-created activity. 
Thus, this research project articulates an attempt 
to come to terms with a broad range of interests involving 
a process-oriented engagement with audiovisual material 
through the practice of listening. It shifts towards a more 
relational undertaking in which sensory and collaborative 
processes are instigated through the framework of 
documentation and fieldwork to present an expanded field 
of environmental audiovisual research. 
In the following and final chapter of this dissertation, 
I expand these concepts by considering how sound moves 
bodies beyond cochlear listening, and how situated listening 
can affect the visual experience of environments. Again I 
take an expansive approach to the landscape, situating the 
process of listening as a site-responsive experience made 
up of an ever-changing weather world, full of places of 
transformations and fluctuating scales of difference.
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Chapter Three:  
Situated Listening
We do not seek partiality for its own sake, but for the 
sake of the connections and unexpected openings that 
situated knowledges make possible. The only way to 
find a larger vision is to be somewhere in particular.  
 (Haraway 2012, p. 684)
It’s early evening and the summer sun still burns the ground 
below. The hard pink surface of Lake Becking shimmers 
and the air is dry and warm. The wind has dropped and the 
surrounding countryside has fallen quiet; only the persistent 
sound of flies punctuates the stillness. The salty shoreline of 
the lake crunches underfoot as I walk along its perimeter. The 
sound of my movements cuts through the lull and I feel that I 
am being watched and listened to by an array of hidden eyes 
and ears as my footsteps leave deep impressions in the crusty 
ground behind me. Listening to the crunching sounds of my 
feet I look down and notice emu prints make their way across 
the salt in front of me and then disappear into the tall pale 
grass that covers the surrounding hills.
I decide to follow. I push my way though the grass 
and soon loose site of the emu’s steps. I stop and look around 
for where to go next. A nearby stand of bull oaks hums 
suddenly into life, their long thin needles vibrating in unison 
with a slight breeze. It’s an eerie sound. Deep and soft but 
with a hint of foreboding, its musical tones seeming on edge 
amongst the flies and quiet. My eyes are downcast as I listen. 
Through the grass, the bright blue feathers of a parrot wing 
catch my eye against the red dirt and white straw. Ants scurry 
around the area and drops of dark blood are scattered through 
the sun-bleached grass. It’s a strange scene; there is no body 
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or animal tracks, no signs of struggle. It is a moment that tells 
of other moments, of events unseen and unheard. The wind 
picks up again and the bull oaks’ hum lends an ominous sonic 
presence to the visual scene. I pick up and camera and point it 
at the ground.
As I head back along the shoreline after a day of 
recording and filming, I trace a path back towards my 
car only to discover that the harsh outlines of broken salt 
that were my footsteps have now softened and congealed, 
a thin layer of new salt crust forming in the impressions. 
Another day and my movements across this surface would 
have vanished as though my haphazard traversing never 
occurred. The spectral drift of the landscape affects my 
very movements through this strange world of temporal 
materialities and oscillating timescales. Thus tracing these 
interweaving situations in an immense landscape became  
the main objective for the creation of The Spectral Field.
Chapter Introduction
These moments of listening and looking would  
shape the journey of what would become the work The 
Spectral Field – an audiovisual document of the Pink Lakes in 
The Murray-Sunset National Park, Victoria’s second largest 
national park and a landscape at the heart of Mallee country. 
In the following chapter I will explore the creative field 
techniques and process undertaken during the production 
of The Spectral Field by locating listening and looking as 
a political and philosophical questioning. Throughout the 
chapter I argue that situated listening is a form of knowledge 
making that disrupts subject-object relations and the binaries 
of the audiovisual. I unpack a number of making processes 
that utilise situated listening as a way to expand and direct 
the act of looking – from the spectral nature of landscape to 
the archaeo-acoustics of found materials and the productive 
force of intuition. And finally, I contextualise listening as 
a non-cochlear activity that underpins and connects all the 
senses as a way to create new meanings.
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I have focused on the development of a situated 
listening process in this chapter because it is a practice that 
encompasses not only the physical or site-related elements of 
a context, but also the historical and socio-political conditions 
as well. Put simply, fieldwork and the audiovisual recording 
of environments is a complex situation bristling with material 
relations, contested histories, conflicting forms of knowledge 
and shifting bodies. Thus the term ‘situation’ is useful because 
it encompasses the complexity of an assemblage of relations 
and forms, and does not only refer to the site-oriented 
elements of place. Situated listening therefore is a form of 
ethical responsiveness. A practice of attunement that connects 
the documenter to a larger world.
Temporalities and Spectres of the Mallee
The Mallee wilderness is a hidden undefined 
place, corresponding to the bounds of an ancient inland 
sea (Carter 2010). Its location is a shimmering expanse 
always somewhere in the distance – somewhere beyond the 
seemingly unlimited patchwork of agriculture, dusty satellite 
townships and dark highways that cut sharp lines through 
the subdued bush. It’s a landscape that plays with notions 
of the macro and micro through its unimaginable distance 
and scale. Yet on the ground the Mallee is a subtle and finite 
place, teeming with life and movement.
Salt is a mineral that seems to define the Mallee. It 
crunches underfoot and seeps out from the soil at regular 
intervals conceiving new terrains and defying cultivation. It 
moves yet is static also, its passage creating frozen shorelines 
that shift with the changes of precipitation which in turn 
cause the surface of salt to swell and shrink from day to day. 
The landscape seems to operate in this constant binary – 
new and mutable but ancient and fixed, with its shorelines 
fluctuating back and forth with the seasons for thousands of 
years. Dotted around the circumference of the lakes are the 
remnants of a salt mining industry, once a briefly thriving 
community that is now a collection of rusted remains and 
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broken jetties that rot in the muddy salt. The salt engulfs this 
human detritus and hardens around it, consuming the remains 
with an unyielding force. Broken logs jut from the surface 
and crushed iron objects lie broken along the shore, their 
surfaces eaten away by salty crust.
These are inescapable components of the Mallee 
– temporality experienced through the expansion and 
contraction of salt and a sense of deep underlying time that 
is subtly played out through its primordial shorelines and 
dry lake beds. Writer and academic Paul Carter imagined 
these parts of the Mallee region as a chora: an opening that 
activates a space of ‘elemental separation and recombination’ 
(Carter 2010, p. 18). This position of the Mallee as a place 
of divergence, hinging on dualities, created a location that 
is set apart from ordinary events (Derrida 1995) in which 
the otherness of the landscape takes on a spectral nature. 
The location of the Mallee appears to lie ‘beyond the living 
present’ (Derrida 2005 p xix) with the landscape being formed 
in a continuous loop of spectral moments – moments that 
no longer belong to an understanding of time that is human 
scale (Derrida 2005). The hauntological nature of the Mallee 
– with it remnants of industry that perch amongst the deep 
time of the salt lake beds – plays out an obscured worlding 
of situations and happenings that lie somewhere outside an 
order of knowledge that contains past, present and future. 
For Derrida the spectral is a ‘structural openness or address 
towards the living by voices of the past or the not yet 
formulated possibilities of the future’ (Davis 2005, p. 379). 
In this way, concentrating on the spectral possibilities of the 
Mallee as a means of understanding became a way to engage 
with the temporal meshwork of the landscape. Like the chora, 
the spectral is a productive openness rather than a determining 
or a knowing (Davis 2005). It instead animates muted agencies 
from the past by attending to the layered possibilities of those 
histories in the present (Harkel et al. 2012, p. 183).
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Archaeoacoustics: Sounding the Unseen
These spectral underpinnings quickly established a 
methodology for the project. Listening became an essential 
point of entry and means to animate the silent temporalities 
of the surrounding bodies and materials that the visual frame 
alone felt too inherently limited to capture. For the human 
listener, the silence of the invisible comes to life in sound (Ihde 
2007) and the deep time of the ancient shoreline presented a 
space of untapped information – a chora – that the camera was 
unable to record. These primordial sites presented a contingent 
space of material stasis, embedded with layers of time and the 
residue of past events. My concern became how I could listen 
to these layers and how the sonic information they contained 
could then be recorded to expand and heighten the experience 
of the visual documentation. Acoustic archaeology is a 
relatively new form of sonic-based research that investigates 
the acoustic properties of archaeological sites as a way to 
provide research data on environments (Debertolis et al. 2013). 
As a method of archaeological research, it has produced some 
compelling indications in how multisensory knowledge can 
be formed through sound and listening beyond the more 
traditional engagement of visual documentation (Goh 2017). 
It posits listening and sound as an expansion of the visual, 
bringing to bear new insights and experiences that the visual 
alone cannot afford. By engaging archaeoacoustic methods, I 
began to consider how I could sonically mobilise the materials 
of the environment to engage and present the landscape in a 
more embodied and sensory way.
The salt lakes of the Murray-Sunset National Park 
are quiet entities. They present as large pink bodies of muddy 
salt that defy the surrounding bush and vegetation. Reflecting 
the intense outback sun, they offer no water or food for 
wildlife and so are largely left as uninhabited zones, save for 
a form of bacterium that feeds off the briny contents turning 
it pink. Although filming the lakes posed little issue, it only 
presented a surface view of the lakebed and surrounds. Apart 
from the occasional breeze that buzzed around my ears and 
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the birdlife in the nearby bush, the soundtrack was salt lakes 
were minimal. By engaging listening I was able to reconsider 
how to visually document the lakes while also discovering 
new sonic resonances in the environment.
Phantasmagoric Resonances
I began to explore archaeoacoustic techniques to 
engage the invisible resonances present in the material of the 
lakes surface. Walking around the lake I noticed a number 
of broken fences dating back to the turn of the twentieth 
century when the salt mining plant was active. Over the 
preceding decades, the fence posts and wires have slowly 
been subsumed with the surfaces of the encroaching salt, 
embedding it in the lakes surface. While listening at the 
perimeter of one of the lakes, I noticed that on occasion 
the wind gusting off the lake would animate sections of 
the fence, creating a low vibrational hum and soft metallic 
clanging. Attaching a number of contact microphones to 
amplify resonant frequencies of the wires, I began to record 
the resonance of the wind passing across the salts surface and 
through the broken wires of the fence. Often there was little 
sound, but on occasion when the wind moved in the correct 
direction the wires began to vibrate and create an audible 
sound that I was able to record. Sound artist Alan Lamb, 
who has researched Aeolian characteristics of wires over the 
last 40 years, considers the sound of wires as spectral and 
recording the vibrational hums as a way to map the sonic 
ecology of the Australian outback (Bandt 2003). Listening to 
these frequencies created by the surface of the lake offered 
me a new direction in how to document and reflect the 
landscape – both sonically and visually.
These resonances are echoes of other forces at play in 
the landscape. Within their vibrational constitution they offer 
a sonic capturing of time and materiality coexisting. Listening 
was the process that unearthed a different way to see the 
environment through a tacit response to my surroundings. 
Listening to the ethereal cadence of the wires, I began to 
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consider what kind of image the vibrational sounds could best 
respond to. When novelist and writer Henry David Thoreau 
discovered a wire telegraph pole spontaneously humming 
in the breeze, he called the sound ‘supernal’ (Beachy-Quick 
2015, p. 31) and considered it a sound that came down from 
the sky merging the celestial and terrestrial realms. Through a 
situated process of listening to the shifting and spectral nature 
of the wires hums on the lake’s shoreline, I began to visualise 
the salt lakes from a different perspectives. These vibrational 
hums were phantasmagoric in nature, drifting across the 
surface of the salt, with the movement and tone of the sound 
staging an acousmatic form of tenuous transcendence. Sound 
scholar Brian Kane considers phantasmagoria as an event 
that ‘treats the distance between a sound and its source as a 
gap or a rift between the transcendental and the mundane’ 
(Kane 2014, p. 116). These transcendental sounds were at 
once present reflections of the environment mediated through 
the materials of the past. They offered up a layered response 
of materials and memories that transposed my point of view, 
expanding my way of seeing and experiencing. Through 
these listenings I began to think of the lakes’ visual surface, its 
refection of the sky and its situated otherness in the landscape. 
These imaginings directly led me to move my camera away 
from the perimeter of the lake and into the sky via the use of 
a drone as a means to respond to the vibrational recordings, 
opening up a new horizon of visual perception.
Activating Materialities: Further Recording Methods
Returning to the lake, I started to further investigate 
its surface though the process of listening. The built up 
layers of salt are affected primarily by precipitation. The 
surface shrinks, expands, hardens and liquefies depending on 
the level of moisture in the atmosphere and on the ground. 
Although the lakes surfaces moves, it does so in small-scale 
shifts over fluctuating lengths of time. But in the present 
moment to the eye and ear, the surface seems solid and 
silent. Therefore listening directly to the salt would mean 
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some kind of direct activation of the surface – the process  
of my body affecting another.
I walked out onto the lakes surface and was soon 
blinded by the glare of the sun and the salts refection. In 
front of me, the surface shimmered in the heat making 
distances impossible to judge. The more I walked the 
more visually uncertain I became of where I was and on 
the ground I was walking on. For assurance, I focused on 
listening to the crunching of my footsteps as the only distinct 
way to feel located in space. In those moments of activity, 
the salt bubbled and broke into life, discharging an array of 
multifaceted pops and crackles that continued exude from 
the surface long after I stopped moving. Through my bodily 
interaction with the surface, the lake had responded with 
a vibrant display of sounds. My movements had sonically 
unlocked the silent stirrings of the lake and disclosed an 
affective site of exchange and translation that I could hear. 
Once more listening offered a circumstance that directed my 
gaze to something new.
Covering my footsteps with soft plastic wrap for 
protection, I placed small omni-directional microphones 
in the indentations. Being bodily positioned so close to the 
salt though the process of recording and listening provided 
me with an intimate insight into the substance of the lake. 
Thickset crystals and bands of different pink and white 
hues intermeshed with each other while glistening like wet 
skin under the sun. Up-close and without the context of 
the surrounding countryside for scale, the surface presented 
a worlding of its own that mirrored the aerial footage that 
had been shot with the drone – a shifting micro landscape 
of shimmering chromas. Returning to the lake with my 
camera I began to film its surface with the help of a macro 
lens, visually capturing the unique composition of the salts 
surface in response to it’s exposed soundscape. Through 
the process of listening I was able to expand my visual 
cognisance to include different forms of perception through 
embedding myself in the landscape though a process of 
situated listening.
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Situated Knowledge Production
In his writings about the Mallee, researcher and artist 
Paul Carter proposes that ‘in order to know anything you 
need to be somewhere’ (Carter 2010, p. 18). Being situated in 
the fluctuating immensity of the saltpans taught me that my 
visual reality was tenuous and entirely provisional. Often I 
had trouble seeing through glare and distance. Shimmering 
reflections created odd mirages that belied ghostly movements 
and forms. My vision came into stark relief and my reliance 
on listening as a means of locating became more pronounced. 
The notion of situating knowledges necessitates that the 
object or body of knowledge be regarded as an agent ‘not as 
a screen or ground or a resource, never finally as slave to the 
master that closes off the dialectic in his unique agency and his 
authorship of objective knowledge’ (Haraway 1988, p. 592). In 
other words, the salt lakes and the Mallee landscape were not 
dull objects in the field, waiting for me to come and withdraw 
information from them. The environment is ‘neither a passive 
surface awaiting the mark of culture nor the end product of 
cultural performances’ (Goh 2017, p. 287). It was a dynamic 
and forceful arena of bodies that defied objectification. Sound 
and listening, with its heterogeneous and spatial interplay, 
became a unifying agent capable of ‘asignifying material 
flux’(Goh 2017, p. 286) to the environment beyond the fixed 
surface view of my camera.
Immersing myself in the Mallee environment was 
a process of situating – of locating my body amid other 
bodies. More than an acknowledgment or experience of 
place, situating in the environment alludes to a more in-
depth involvement of multiple perspectives and contains a 
deeper appreciation of the political and ethical conditions of 
knowledge production (Goh 2017, p. 291). As a white body 
active in the landscape, I found myself intrinsically implicated 
in a sovereign relationship to country. As I stepped over 
the remnants of the salt mine, I was intermingling with the 
colonial influences of the frontier – influences that had both 
silenced and transfigured other bodies with which I now 
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sought to form a relationship. The practices of expanded 
listening and embodied listening were not enough to contest 
the complex histories and time scales that confronted me in 
the Mallee. Instead, I needed to form a methodology that 
engaged a consideration of the body and also the politics and 
philosophical circumstances of the surrounding environment 
(Goh 2017, p. 294).
By developing a practice of situated listening I 
am seeking to acknowledge my own situation and the 
complex histories and associations that are implicit in my 
physical presence. Additionally, my aim was to consider 
the conscious activity of situatedness as a stand against the 
dubious prevalence of romantic naturalism that can occur 
when documenting wild landscapes with both sound and 
vision. Instead, I posit that the relational process of situated 
listening, and its reflexive manner of observation, offers 
a space that questions the usual subject/object divides of 
landscape and human as well as the assumed hierarchies of 
the eye and ear. Situated listening is a form of personalised 
and politically located listening that understands the 
entanglement of the multisensory as a commingling body-
based participation (Goh 2017). In an environment such as 
the Murray-Sunset National Park, layers of history converge 
to create a complicated meshwork of Indigenous histories, 
industrial labour, geological timescales and underlying 
colonial forces. To approach the landscape is to confront a 
contested zone and to acknowledge the cultural constraints 
and complexities, not only in the location itself but also the 
ones I bring with me. In this way the relational position of 
listening can bring accountability to human and more-than-
human associations and intricacies (Goh 2017).
Disrupting the Dominance of Vision
In her seminal essay ‘Situated Knowledges’, Donna 
Haraway often refers to the idea of ‘resonances’ as a means 
to describe the process of situating. This ‘knowledge tuned 
to resonance’ (Haraway 1988, p. 682) is an argument for 
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a politics of locating and for a space of being heard. These 
references to sonic knowing are articulated as corporeal 
modes of knowledge production. Resonance is a quality of 
felt intensity. It is the ability to enter into a field of affective 
and relational sensation – a space of listening. In contrast, 
Haraway speaks of vision as always being ‘a question of the 
power to see’ (1988, p. 680), and the Western form of visual 
documentation as a ‘wandering eye, a traveling lens’ (1988, p. 
681) that meditates an individual standpoint. The ‘god trick’  
(Haraway 1988, p. 587) is a form of vision that seeks to 
eliminate lived experience and the knowledge body through 
a process of abstraction and objectification. It is the eye 
that appropriates and orders unlocated difference while 
remaining removed and apart.
To undermine this distant and obstracted view of 
the camera, the recordings produced from the process of 
situated listening offered a way to ground and locate the 
detached nature of the imagery. By matching the earth hums 
and recordings of salt with the aerial drone footage I was able 
to bring the material intimacies of the land into proximity 
with vision – undermining the disembodied ‘god trick’ of 
the camera. Situating in the environment also influenced the 
framing of my camera as I began to focus more on close-up 
imagery of the earth in response to the aerial shots. As a way 
to counter the landscape’s unknowable immensity and the 
striking material properties of the salt lakes, I began to delve 
into the materiality of the environment, both visually and 
sonically, as a way to intimately map the landscape through a 
process of being situated within it.
Focusing on materiality through the process of 
situating provided a platform for thinking about what might 
emerge from Haraway’s aforementioned ideas relating to 
knowledge that is tuned to resonance. Resonance is a force 
that lends itself to changing perceptions. Writing about 
Indigenous paintings of desert landscapes, Erin Manning 
considers that to look at such a landscape is an activity too 
stable ‘for this shifting landscape that moves, already in 
many directions at once. This movement-across is not a 
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symmetrical one that would obediently follow a horizontal 
or vertical perspective: it is a vibrating movement, a resonance 
that forces itself upon our vision’ (2009, p. 153). Resonance 
is an affective, transpersonal intensity that is unseen but that 
moves objects, material and bodies. Audition then becomes 
an activity that can relate to this ‘terrain of proliferating 
connections and endless becomings’ (Roy 2005 cited in 
Davies 2011, p. 115).
The Mallee reflected a site of indeterminate 
objects and spaces; it was a place of shimmering distances, 
inconclusive situations and fluctuating perspectives. As a 
response, the work the Spectral Field renders a cinematic 
terrain that is largely detached from the referenced world and 
instead determines an inner space of imaginings and affective 
responses. The situated experience of listening became a 
means to interact with the ephemeral heard-felt nature of 
the environment, creating an interiority of sense experience. 
In the field, this takes place in the form of a speculative 
approach to visual material and an intuitive response to 
the listening environment. There are no fixed boundaries 
between listening and looking; instead what underpins the 
work is an unstable and slippery relationship to perception 
and knowledge. Listening became a way to probe the 
environment in juxtaposition to the camera’s knowing stare. 
The tenuous opening that the salt lakes offered required ‘a 
mode of exploration that informs but does not limit’ (Lutsky 
& Burkholder 2017, p. 6) and so listening and sound became 
affective tools to trace the movements between the bodies of 
the salt lake and the larger environment.
Looking and Listening: A Field of Difference
Of the three projects detailed in this exegesis, The 
Spectral Field more than any other work presented looking-
and-listening to be an inherently participatory activity. 
Visually, the Mallee landscape offered a strange zone of 
contrary impressions that jostled each other through the 
shimmering heat and intense glare of the salt lakes. And 
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sonically, on closer examination the initial stillness of the 
desert environment contained hums and vibrations embedded 
in the materials of the land. This creative, hidden and 
oscillating conversation between looking and listening was 
echoed in a landscape that drifted between bodies and the 
living world – positing questions about solid and fluid, sky 
and earth, up close and far away.
Listening in the field did indeed expand and direct my 
visual experience of the landscape; but seeing also conferred 
a space of reflection and difference within my understanding 
of the sonic realm. Over the course of this research I have 
largely focused on the sensory dualisms of sound and sight, 
considering their non-reciprocal difference. But what the 
uncertain Mallee landscape revealed to me was that these 
apparently distinct senses were perhaps more aligned that I 
had first thought. Drawing on Elizabeth Grosz’s thoughts 
on Deleuzian notions of difference, I began to consider the 
difference between audition and vision not as a situation 
‘bound up with units, entities and terms’ (Grosz 2005, p. 6) 
but instead as a field of reality. Grosz conceives difference as a 
methodology: a relationship between things that shifts binary 
limitations (2005, p. 6). I argue, then, that the differences 
in sight and hearing are not in the apparent contextual 
divergence of forms, but instead provoke a question of 
internal, durational force and intent.
Grosz regards surface difference as a mode of 
‘empirical intuition’ (2005, p. 7), signalling changes in the 
internal attention and duration of the subject. Transferring 
these considerations onto looking and listening, I began to 
think about sound and sight as being the same initial creative 
sensory function: their external divergences stem from a place 
of differentiated becoming, or ‘a fundamental continuum’ 
(Grosz 2005, p. 6). Looking and listening were the same 
constitutive force; but through variations in response to the 
world, they presented differences in tendency with regard to 
their individual manifestations. Thinking about listening as 
looking and looking as listening, I began to experiment with 
listening with vision as well as with sound.
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Intuitive Fields: Duration and the Real
The more I thought about the temporality of 
vision and sound, the more I began to consider listening 
as a non-cochlear experience that registered beyond sound 
and the ear. Listening in the field became an expression of a 
single force, a feeling-attention that occurs in the moment 
as an intuitive event that exceeds the individual senses. 
The connecting thread between listening and looking was 
an ontological continuum of durational flow, which co-
created the very fabric of each divergent sensory impulse. 
Duration ‘enables all objects, things, to be synchronised, 
that is, temporally mapped relative to each other, 
divisible into different fluxes while nevertheless capable 
of participating in a single, englobing current forward’ 
(Grosz 2005, p. 11). 
As previously mentioned, looking at the Mallee 
landscape conferred an uncertain visual experience. I 
was often struck by wavering horizons and the unclear 
boundaries between distances and perspectives. The 
glimmering surface of the salt lakes expressed a vibrational 
potential that I realised could be also be ‘listened to’, even 
when it produced no audible sound. The enmeshment of 
bodies in the landscape reverberated an affective force: 
something that could be felt and understood through a 
feeling-attention that revealed contingencies and relations 
between objects and events. At the very heart of this mode 
of listening is intuition. 
Through the writings of Bergson and Deleuze, 
intuition emerges as a rigorous philosophical practice, not 
an obscure feeling or nebulous insight into happenings. It is 
a sympathetic mode of experience that does not distinguish 
dualities like sound and sight, but instead can ‘engender 
the intellect to turn against itself towards the articulation 
of the real’ (Reyes 2016, p. 160). It is not a single act, but 
is instead a flux of cognitive force. Enacting intuition as a 
methodology in the creation of The Spectral Field allowed 
me to expound on the process of listening: to incorporate 
95
the sensory body as a unified field of affective continuance 
that reasserted the positive unity between sound and vision. 
This strengthened the relationship between the working 
senses so a more active relationship was created. Non-
cochlear listening presented a realm that ‘decentered myopic 
subjective durations’ (Reyes 2016, p. 159), expanding my 
ability to gather audiovisual material beyond the assumed 
limitation of the subject/object divides.
Summary
Over the course of this chapter I have charted the 
methodological practices and philosophical concerns that 
established the production of my final doctoral activity, 
The Spectral Field. This work became a culmination of 
processes that had first been ignited during my fieldwork 
for Undercurrents at the beginning of my doctoral studies. 
For this work the Mallee became a priori – a prior space of 
knowing that attunes to the world in a relational process of 
awareness. In this chapter I focused my experiments on the 
concept of situated listening, which provided a way for me 
to respond to this space through a process of positioning 
and bodily attunement.
The process of listening has been used in numerous 
ways throughout this PhD: as a way to engage and expand 
the process of looking; as a layered practice used to 
navigate specific and unknown environments; as a means to 
develop a project’s relationship to site and context; and as 
a way to engage in a developmental process of audiovisual 
documentation. In this chapter, Situated Listening has 
been a principal strategy of exploring the landscape of the 
Murray-Sunset National Park and the salt lakes it contains 
because it is open-ended, thoroughly propositional and 
responsive to the histories and futures that are endemic 
to the environment. This situated and speculative 
listening practice created a generative force throughout 
my fieldwork that engaged the sensory experience of 
both sound and image as forms of duration, intuition and 
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difference. Thinking through the concept of situating in 
this way, I was able to explore the audiovisual as a lure for 
a multisensory experience of listening with the surrounding 
materiality, affects and lasting bodies of the Mallee.
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Conclusion:  
Openings and Loose Ends
Art is less involved in making sense of the world 
and more involved in exploring the possibilities of 
being, of becoming, in the world. Less involved 
in knowledge and more involved in experience, in 
pushing forward the boundaries of what can be 
experienced.  
 (O’Sullivan 2001, p. 81)
Exploring the process of listening and sound via the 
production of artists’ moving-image works has created a 
research project that navigates both away from and back 
towards vision. The practice has explored the processes of 
sound and listening by investigating, experimenting, and re-
working listening strategies across a multiplicity of terrains 
so that its’ affective possibilities can find an expression, while 
simultaneously informing the act of seeing and the complex 
process of documenting sites and environments. Listening 
has brought empathy and openness to my work, and an 
awareness of the complexities and engagements that are 
required when both observing and being in the world.
In forming a methodology for this PhD, I have 
sought to engage in activities that are open and generative as 
a means to allow for the shifting nature of landscape, process 
and art making. The three distinct listening practices this 
PhD addresses – expanded listening, embodied listening and 
situated listening – are born from this methodical approach, 
and contribute new knowledge to the fields of artists’ cinema 
and audiovisual practice. In the course of developing this 
research project, the activity of listening has provided me 
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with an opening that has enabled me to think beyond a 
binary division between the sonic and visual, and therefore 
to develop a practice that engages a spectrum of relations in 
which these senses become enmeshed. 
Engaging with listening as a creative and dynamic 
activity during the production of Undercurrents, Between 
Two Suns and The Spectral Field has allowed me to develop 
a composite practice connecting and assembling concerns 
that range between the theoretical, the geographical, the 
collaborative, the technical and the material. If the common 
perception of sound and vision is that they are dissimilar 
temporal entities (Chion 1990, p. 9), then this PhD yields 
an opening into terrains of opportunity for engaging them 
otherwise. However, listening and looking at the world can 
never be concluded or resolved. And this is not an objective 
I wanted to achieve; rather, I was interested in discovering 
a mode of operation, an approach related to engagement, 
production, process and reception.
Of all of these findings, two discoveries have 
been especially important to steering my thinking in new 
directions for future research. I began this research project 
thinking that my investigations in the realm of sound and 
listening would bring new knowledge and skills to my visual 
practice and to my understanding of both its theoretical 
contexts and technical outcomes. I did not expect that my 
intention to explore listening as a crucial component of this 
research would interconnect my art practice so intrinsically 
to the process of field research and environment. Yet, in the 
process of this inquiry, I realised that in many ways the field 
research was the work – the process of forming relationships 
with environments and communities was the essence of 
my creative practice. Undercurrents was the first work to 
enter this breach, and prompted me to take up listening as 
a developmental strategy across the three works. But it was 
not until completion of the final work, The Spectral Field, 
that I started to consider how the field research could form 
an essential aspect of the work’s process and outcome. This 
research project has therefore presented me with a new line 
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of inquiry and engagement, as well as new future exhibition 
prospects that constitute the inclusion of the fieldwork 
materials. While these closing remarks may seem speculative, 
they develop a major shift in my creative practice – one that I 
intend to apply to future work.
Another issue that the research project has revealed 
is the lack of critical work from women and non-binary 
authors in regards to audiovisual theory. Although there is 
an array of writing from female and no-gendered authors 
in regards to sound and listening, a prevailing absence of 
feminist epistemologies or positions that contrasted from a 
traditional masculine standpoint in regards to audiovisual 
research often forced me to diverge into a variety of 
contrasting disciplines to challenge conventional notions of 
audio-vision. This perceived gender gap in the prevailing 
field of audiovisual knowledge creates an impetus for future 
research opportunities to further expand the discourse of this 
field of study to include a more diverse array of voices and 
theoretical concerns.
This PhD feels like only the beginning of something. 
The course of this research has revealed a multitude of 
different trajectories that could not be contained within the 
limitations of this project. Instead, the space of practice-led 
research is one that accommodates a mixture of forms; the 
observational documentary, acoustic ecology, performative 
movement, fieldwork, analytical writing and the poetic all 
find their shape – and also their restrictions – within the 
body of this project. The ability of sound and image to 
document – to offer up a sensory worlding of experience and 
create new realities and knowledges – is challenged in this 
space, where all these entanglements must coincide. 
Listening practices are therefore a provocation 
to find ways to engage in a particular kind of audiovisual 
practice that is situated and embodied. Through 
identifying several such creative principles, this research 
project contributes a series of possible approaches and 
methodologies, which moving-image artists, documentary 
filmmakers, photographers, ethnographers and geographers 
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may appropriate and develop by exploring and affirming 
openness, process, and the provisional. This project 
represents a staging for attempting meshworks between an 
assemblage of parts – expanding notions of vision, but also 
modes of perception and production.
This research project’s original contribution to 
knowledge is to show, through the process of making, how 
sound and listening could expand visual information in 
moving-image works about landscape and place. But through 
the complexities and divergent nature of each related work, 
the culmination of this doctoral project seems more keenly to 
offer a gesture towards a more expansive frame of reference. 
It defines an urge to form multisensory understandings and 
forms of meaning through practice, and to think beyond 
traditional frameworks and techniques of audiovisual 
encounters. It positions the process of filming and recording 
as an artistic event, a collaboration with a larger world and an 
unknowing space that seeks to connect rather than to capture. 
It is the kind of space that encourages us to become what 
Ingold (2011, p. xii) describes as someone who moves, knows 
and is observant – a state of being alive to the world.
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